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abstract
PERSONAL EXPRESSIVENESS IN CREATIVE \7RITING PROGRAMS
(May, 1978)
Lois Kalb Bouchard, B.A., Brandeis University
M.A.T., Harvard University, Ed.D.
,
University of Massachusetts
Directed by: Professor Masha K. Rudman
This study examines personal expressiveness, or verbalization that
expresses a person, and discusses it in the context of creative writing
programs. It attempts both a rationale and a basis for curriculum design
in expressive and literary writing and in the accompanying teacher-
preparation programs.
Chapter I notes that creative writing programs provide "places"
in the school curriculum where aspects of personal expressiveness are
typically given room, e.g,, in assignments about one's life experiences,
one's friendships, one's family, etc., which are allowed expression in
personal statements, narratives, dialogue, etc. However, despite the
popularity and seeraing usefulness of personal expressiveness as a notion,
it is neitlier agreed upon, defined, isolated, nor discussed at any
length in the literature on the teaching of creative writing. Certain
educators offer differing definitions of personal expressiveness, while
others omit it.
Chapter II investigates personal expressiveness in the programs
and theories of creative writing teachers and theorists for
concurrences
and disagreements. A few overemphasize formal elements.
Many are
V
concerned with depth of feeling and the authentic aspects of cxi^rcssive
and literary writing. Philosophers and psychologists recognize the
complexity of personal expressiveness and its roots in prevcrhal ex-
perience. They stress the difficulty as well as the importance of
expressing such experience in appropriate symbols. They also discuss
audience, free association, and the illusional aspects of art.
Cliapter III explains the need for separating and categorizing the
elements mentioned by the several authors reviewed. It locates among
those authors consensus and disagreement about the categories, which
consist of aims of writing, forms, processes, qualities, audiences, and
evaluations. The combination of the elements of writing constitute a
definition of personal expressiveness in creative vn'itingo The elements
of writing are also related to elements of pedagogy, and particularly to
open education, to form a description of a personally expressive writing
progranio
Qiapter IV uses the elements of writing to analyze five published
programs whicli ostensibly include personal expressiveness. Based upon
this analysis, programs and a bibliography are recommended for pre-
school education through high school.
In Chapter V, elements of creative writing arc compared with the
elements of basic v^riting skills in a discussion of individualized
writing. A recommendation for a writing component in teaclier-preparat ion
programs is firmly made. It is concluded that aialysis of writing into
its several parts is important for the establishment of \inril.ing in
school curricula, for the promotion in schools of the holistic
vl
processes of expressive and literary writing, and for the establishment
in schools of the value of processes of writing as distinct from the
perfection of products. This study claims that the writing process is
a crucial part of a school curriculum separate from any later product
which can be measured in terms of standards. Although it does not scoff
at standards for written products, or at defining and measuring editing
skills, this study suggests that we can speak of an epistemology, re-
lated to processes of writing in diverse forms, which we cannot, and
indeed need not, contain in our grading systems and S.A.T.S.
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CHAPTER I
THE PROBLEM
The intent of this study is to take the general idea of personal
expressiveness, which we can loosely call verbalization that expresses
a person, and, in the context of creative writing programs, to do the
following
:
--to examine the idea of personal expressiveness in the programs and
theory of creative writing teachers and theorists for concurrences and
disagreements;
--to isolate the elements in creative writing programs which are necessary
to personal expressiveness, so that we may broadly define expressive
writing;
--to categorize those elements, to assign them priority, and to relate
them to elements of pedagogy so that we may broadly describe an expressive
writing program;
--to analyze creative ViTriting programs in the light of those priorities
in order to discriminate among the programs, using personal expressiveness
as a criteria.
The methodology of this study is the examination of selected theo-
retical and pedagogical literature on writing, the analysis of pertinent
concepts inherent in this literature, the application of those concepts
in analysis of programs, and conclusions and implications drawn from the
whole.
Creative writing programs provide "places" in the school curriculum
1
2where aspects of personal expressiveness are typically given room, e.g.,
in assignments about one's life experiences, one's friendships, one's
family, etc., which are allowed expression in personal statements, nar-
ratives, dialogue, etc. Personal expressiveness as an idea is alluded
to or mentioned in several creative writing programs and by several
educators. Despite the popularity and seeming usefulness of personal
expressiveness as a notion, it is neither agreed upon, defined, isolated,
nor discussed at any length in the literature on the teaching of creative
writing. A definition, or description, or discussion of personal expres-
siveness is a needed contribution to the teaching of creative writing in
schools, requiring responses to such questions as the following: is
personal expressiveness found in any writing about one's person? Need
art forms be included in a program to make the program complete? Can
one package personal expressiveness in careful questions and examples?
Need questions be open-ended in order to be used? When programs do not
ostensibly set out to include personal expressiveness, do they disagree
with it? Do they include it anyway?
One of the most important and interesting characteristics of creative
writing (stories, poems, plays, journals, and other literary genres) is
that it can deal with the writer's own person, needs, and involvements.
The individual styles and themes of mature writers attest to this,
as
do the several collections of children's writing available (including
Burgess et al., 1973; Herrmann and Tabor, 1974; Koch, 1970,
1973; Krauss,
1971; Pitcher, 1963; Teachers & Writers, 1967 to
present). Yet at the same
time that creative writing is personal, no writing
can be as natural.
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automatic, or as close to the person as gesture, oral tone of voice,
or even conversational oral language. Creative writing is an element
of culture, taught to children by the example of books, comic books,
nursery rhymes, and television, or by teachers providing writing ideas
(e.g., "Let's make up a play"). Also, and especially in a school con-
text, teaching something "personal"--here
,
broadly meant, relating to
the person--or even allowing personal expression, is problematic because
exactly what is personal is not clear. Does "personal expressiveness"
refer to private experience, a unique expression, a work satisfying to
the person, a work communicating to others? Does it refer to a piece in
which "the speaking self dominates the discourse," in the rhetorician
Kinneavy's terms? (Kinneavy, 1971, p. 398).
The question in a school context is complex because creative writing
has, since the late sixties, become popular in schools. The increase in
published materials and programs attests to this interest (including
Elbow, 1973; Friedrich and Kuester, 1972; Herrmann & Tabor, 1974; Hol-
brook, 1965; Koch, 1970, 1973; Lopate, 1975, Macrorie, 1970; Moffett,
1968; Morgan, 1968; Murphy, 1966, Murray, 1968; Petty & Bowen, 1967;
Smith, 1967; Smith, 1970; Stegall, 1967; Synectics, Inc., 1968; Teachers
& Writers, 1967 to present). Publishers, administrators, teachers, and
writers who teach are choosing programs and approaches among
those
available, and assignments differ. For example, in some
classes, assign-
ments are both broad and open-ended (Herrmann & Tabor, 1975);
in some,
they are specific questions (Synectics, Inc., 1968); in
some, there are
models but not assignments (Burrows et al,, 1952).
Given this diversity
4
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does personal expressiveness exist in some classrooms but not others,
in some programs or approaches but not others? For example, can
specific questions in a program elicit personal expressiveness or do
specific questions inhibit it? Is a student more likely to be personally
expressive if assignments are broad and leave open room for responses?
Is openness in assignment so much better that no assignment is better
yet?
The question of personal expressiveness in a school context arises
because of the acknowledged frequent failure of schools to carry out
their own goals. School endeavors are notorious_y subject to packaging,
programming, simplifying, and misusing. They are also subject to cycles
of attention and inattention. For example, personal expressiveness is an
old idea in education. In a statement about self-expression from the
twenties, in An Introduction To Art Education
,
Whitford declares:
Education through self-expression has become an accepted
practice among progressive teachers. Growth occurs only
as the child expresses latent capacities and aptitudes
and reacts, in terms of these, to his environment. In
the teaching of English composition, the stress is on the
expressional aspects, not the formal aspect of language.
In successful composition teaching, the child soon experi-
ences a craving to express himself; the lesson proceeds be-
cause the child has something to say rather than because
he has to say something (Whitford, 1929, pp. viii, ix)
.
This notion of self-expression has undergone some dissemination and
clarification since the twenties but has also been subject to cycles
of eclipse and revival (see Elfland, 1971; McWhinnie, 1972; Clegg,
note 1).
The problem at hand is to discuss this personal element in relation
to specific creative writing programs and theories so that the discussion
5 .
is grounded in relevant material. However, in several programs and
theories, not only is the general notion of personal expressiveness not
specified in the material, but even the approaches to the notion of
personal expressiveness are different. For example, some educators allude
directly to expressiveness but their understandings differ. Other edu-
cators omit expressiveness. Others approach it through their specific
writing assignments, while yet others consider specific assignments less
important than a specific format. In this introductory chapter, we shall
look over the different approaches to personal expressiveness among
educators in order to understand how broad and undefined the question is
and in what different ways educators touch on the concept. Thus, a more
detailed statement of the question takes the following forms:
Differing definitions among educators
Several educators point to the notion of personal expressiveness
in creative writing programs. However, their understandings of the
notion in programs differ. With only a small sample of educators, we
shall see varying approaches to a notion of personal expressiveness in
programs: diaries and journals; diaries and journals coupled with the
art process in stories and plays, etc., discursive but personal voices;
deeply emotional and personally relevant themes; similes and metaphorical
subjects chosen for either feeling or imaginative stretches. Questions
about this diversity include whether they are the same or different.
If they are all aspects of personal expressiveness, can
we summarize them?
Are some more personally expressive than others?
Janet Emig, in her invaluable book. The Composing
Processes
.^
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Graders
,
recommends ''frequent, inescapable opportunities for
composing. ..especially in reflexive writing such as diaries and journals"
(Emig, 1971, p. 100). She implies that diary and journal writing some-
times results in artistic writing when she says that "Reflexive writing
occurs often as poetry" (Emig, 1971, p. 91). Personal expressiveness
seems obtainable through any of these "contemplative" kinds of writing
(Emig, 1971, p. 91). Somewhat differently, James Moffett, in his Student-
Centered Language Arts Curriculum, Grades K - 13
,
separates diary and
journal writing, v.>bich he calls "Writing Down" (Moffett, 1963, p. 127),
from the writing of poetry, stories, songs, and plays, which he calls
"Writing Out." This writing of traditional art forms is linked seminally
in his curriculum with dramatic acting and iirprovisation. Moffett also
distinguishes the writing of science reports, etc., as "Writing Up."
We can infer from Moffett's curriculum distinctions and differing proce-
dures that he does not believe poetry and stories will necessarily follow
from writing diaries and journals. The question which then arises is
whether personal expressiveness is adequately contained in either "Writing
Down" or "Writing Out," or whether--the assumption of this author--both
aspects of program are necessary. This study will investigate whether
the art process is essentially separate from the process of writing
diaries and whether personal expressiveness is incomplete with either
process alone.
This assumption, that both "Writing down" and "Writing out" are
necessary, is not agreed upon. A teacher of Freshman English,
Joan L.
Bolker, specifies as one of her important goals that of
helping her
7students to find their "individual voices" (Bolker, 1975, p. 63) which
is her concept of personal expressiveness. However, she identifies these
individual voices as "thinking styles" (Bolker, p. 111). Since most of
her curriculum is phrased discursively and elicits discursive types of
writing, e.g., "A description of the library," "How it feels to be an
American in 1974," or "They say X but I say Y" (Bolker, p. 143), Bolker
implies that she believes that "personal voices" are adequately handled
without the option of Writing Out" in stories, poems, plays, etc. Al-
most all of her assignments fall into Moffett's categories of "Writing
Up" or "Writing Down."
Richard Herrmann and Diane Tabor also deal directly with personal
expressiveness, but differently yet from the educators considered so far.
Despite Moffett's inclusiveness, Herrmann and Tabor claim that "a concern
for emotional development as such is something to which he [Moffett] pays
little specific attention" and that "This seemed to us an important area
of neglect” (Herrmann & Tabor, 1974, p. 4). As a result they "sought to
create a writing curriculum which might contribute to the positive develop-
ment of adolescents" (Hemnann 6e Tabor, p. 8). Personal expressiveness,
to Herrmann and Tabor, takes on added connotations of depth of feeling
as well as writing content related to, and consciously identified with,
Eriksonian themes of identity. The writing must both deal with emotion
and relate specifically to the students' lives.
The collective authors of Making It Strange , Synectics, Inc., have
a version of personal expressiveness as an expressly stated goal: "The
purpose of Making It Strange is to help you express how you feel and
what you think... how you, and nobody else but you, feel” (Synectics,
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Inc., 1967, p. 5), Unlike the aforementioned programs, this program is
made up consistently of both pre-chosen and very specific--not open-
ended-
-content to which the student-writer is asked to respond:
You will learn to do this [express how you feel and
what you think] by making connections. For instance,
in this book you will compare your feelings with
those of a Gypsy Dollar Bill. You will make a com-
parison between a giraffe and a rubber band
(Synectics, Inc., 1967, 1968, p. 5).
On the surface, the similes, metaphors, and imaginative stretches in
this Synectics, Inc. sample do not appear to refer to the same concept
of personal expressiveness which Herrmann and Tabor aim for when they in-
sist on deep and perhaps universal themes in student writing. The
Synectics, Inc. ideas do not appear to be as profound, as personal, or
as emotional as the ideas in Herrmann and Tabor's work. We shall have
to see, further in this study, if this is so, and if indeed "profound,"
"personal," or "emotional" are criteria for personal expressiveness.
Another difference lies in the very specific questions of Synectics, Inc.,
and the open-ended curriculum of Herrmann and Tabor. This study will
have to look at the implications of this difference.
"Expressiveness" omitted
Some creative writing programs do not allude to personal expressive-
ness directly. Do the authors of these programs feel that it is
present
anyway, in emotional- laden assignments or in any assignments which
interest
i
students? Or do the authors feel that personal expressiveness
is not an
Important element in creative writing! And despite what the
authors feel,
is it indeed present or not present. Most of the
abovementioned educators,
9Emig, Moffett, Bolker, Herrmann and Tabor, deal in their work with one
or another aspect of feeling or emotion and with writing which they
consider personal as opposed to impersonal. Most of them attempt to
distinguish between "expository" and "creative" writing, although the
labels differ from person to person (expressive, creative, personal,
contemplative; discursive, expository, objective, engaged, etc.).
Personal expressiveness, although not definable here, at the outset,
is linked by these educators to personal writing containing feeling.
(This is not to deny that Emig, following James Britton (1970), feels
that discursive writing is also a kind of expressive writing, that is,
"expressing the thought and feelings of the writer in relation to some
field of discourse" (Emig, 1971, p. 36). However, because of the focus
on creative writing programs, this study is concerned with the important
secondary distinctions and with only parts of the rhetorical spectrum.)
On the other hand, Walter T. Petty and Mary E. Bowen have a different
approach and make different claims in their well-known program. Slithery
Snakes And Other Aids To Children's Writing . They use "originality" as
a goal, not expressiveness (and one of the tasks of this dissertation will
be to describe personal expressiveness in relation to uniqueness or
originality of expression). First, Petty and Bowen report on research
by Ruth K. Carlson in which she identifies seventeen qualities of
"original" writing which include "(1) novelty or freshness" and "(4)
emotion or feeling" as well as "(6) imagination" and '(15) symbolism
and "(17) an expressive-communicative element" (Petty & Bowen, 1967,
p. 3). Petty and Bowen, in attempting a summary, decide that "individual,
novel, or unusual" also "expresses well the essence of creative writing
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(Petty & Bowen, p. 3). That is, unlike the previously-mentioned edu-
cators, they are willing to omit feeling or emotion as a primary focus
and they do not insist on the personal in their description of creative
writing. Further, they wish to make fewer distinctions among kinds of
writing, and, in so doing, deny importance to the distinctiveness of
traditional art forms:
A poem is usually a creative product, but so may be
a story, a play, a report, the minutes of a meeting,
or even an announcement about a lost article. .. if it
shows a flash of something beyond the commonplace, it
is creative (Petty 6e Bowen, 1967, p. 4).
If personal expressiveness can be distinguished from originality, then
another question is raised, and that is whether some creative writing
programs discard expressiveness in the name of creativity. If that in
fact happens, then one of the few areas of the school curriculum which
purports to encourage a student's understanding and verbalization of him-
or herself will have failed at that task. It could be a painful experi-
ence for someone to expect to define oneself in a writing program and
instead be led to an evaluation of one's creative abilities.
Stimuli and gimmicks
Most creative writing programs are made of myriads of writing
"spurs," ideas, and even gimmicks. Does personal expressiveness exist
within this proliferation? It is a truism that a writing teacher cannot
approach most classes and say "Write something" or even "Write what you
feel" or "Write what you're thinking," and expect relaxed, literate
responses. But there may be a contradiction between a teacher's
providing
11 .
wrltlriS ideas, on the one hand, and, on the other, hoping for the
student's personal expressiveness as a response. The providing of
ideas by the teacher may preclude an individual initiative necessary
for personal expressiveness. Or perhaps some writing spurs are more
personally expressive than others, and if this is so, then a prolifera-
tion of writing ideas may be a better provision for personal expressive-
ness because of the chance of a student coming upon the right ones--or
the right ones for him or her. These possibilities have been raised by
the publication of Teachers & Writers Magazine since 1967. In these pages,
teachers and writers record the results of different creative writing
ideas which they have tried with children or adults. While many of their
ideas parallel Moffett's, e.g.
,
writing from memory, writing down dreams,
writing monologues, etc., many of their ideas do not: writing street
verses, epitaphs, imaginary worlds, comics, disgusting menus, graffiti,
the blues, etc. However, instead of providing more personal expressive-
ness, these many ideas may have other functions, e.g., to enable teachers
to choose their predilections, or to keep children's interest from lagging.
It might be that the proliferation of writing ideas in fact clogs personal
expressiveness if space and time for independent and unspurred work is
not provided. Just as it is possible for schoolchildren to master the
friendly letter, the business letter, the introductory and concluding
paragraphs, etc., without caring about what they are writing, it is also
possible for those schoolchildren to write a short story, a haiku, and a
ballad without caring.
12
Format
Some programs are similar to others in how assignments are worded
but make special provisions for specific format, e.g., giving the
students choices of content and structure, providing privacy (Bouchard,
1975, p. 37; Herrmann & Tabor, 1974, p. 20); providing sharing with
peers (Moffett, 1968, pp. 7, 125; Herrmann & Tabor, 1974, p. 20; Bouchard,
1975, p. 38); evaluating writing collections for personal development and
insight (Herrmann & Tabor, 1974, Chapters II, IV, V, VI, and VII).
These approaches to format may be also, at the same time, approaches to
the concept of personal expressiveness. Choice, privacy, sharing, and
personal evaluation, elements of open education, may be as distinctly
tied to a concept of personal expressiveness as are specific stimuli.
This study will have to examine these elements to see if this is so, and
if it is, then the concept of personal expressiveness will be broadened
beyond verbal formulations to include classroom activities and attitudes,
e.g., the way one experiences writing and the handling of the written
product; the experience of choice; the evaluation of a student's relation
to his or her own writing; the evaluation of the relation of a piece of
writing to a student's audience.
Limitations of the study
Population . In attempting to clarify personal expressiveness, theory
and programs related to school-age populations including college under-
graduates are examined. Program analysis, based on this study s defini-
tion of personal expressiveness in writing programs, will center on the
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elementary school and the high school level, since more creative writing
programs are written for these levels.
Programs designed for the classroom are the focus of this study.
Several of the programs mentioned previously (p. 2) are analyzed.
Others are selected on the basis of their reputation or popularity in
schools. Visits to Amherst, Orange, and Athol (all Massachusetts)
schools provided a list from which to choose because the school systems
range from experimental, to moderately experimental, to conservative.
Five published programs, each of which ostensibly elicits personal
expressiveness, are chosen for analysis.
This study discusses definitions of creative writing and expressive
writing. In the course of discussing personal expressiveness the
emphasis is on the concept as it is intimately related to writing.
Except when appropriate and necessary, the study does not cover other
possible dimensions of the term, as in studies of gesture and culture,
the psychology of self-actualization as in Maslow, or the personal ex-
pression and interaction fostered by humanistic education in conversa-
tional and therapeutic groups.
Uses for the study
Describing personal expressiveness helps to clarify it as one goal
among others for creative writing programs. At present, teachers have
diverse and sometimes vague ideas of self-expression, personally relevant
material, and creative expression. By clarifying personal expressiveness
as a goal of creative writing programs, this study provides teachers
an
14
opportunity to adopt it as their goal or to disagree with it as their
goal. The teachers interested in this clarification might be elementary
school teachers of language, junior high and high school teachers of
English, college teachers of Freshman English, as well as people who
help prepare and service practicing teachers.
Once construed as a goal for creative writing programs, the articu-
lated idea of personal expressiveness helps in the formulation of criteria
for judging and for designing writing programs. Given the array of
published creative writing programs previously mentioned (page 2), it is
important that choices among them be founded upon significant criteria.
Otherwise writing teachers may simply choose what comes their way, what
is least cumbersome, most prettily packaged, etc. Discussing personal
expressiveness helps teachers to discover whether published creative
writing programs are largely similar or different in relation to students'
expressiveness. If they are in fact similar, then packaging, as a cri-
teria for choice, is valid.
Criteria for designing programs are important because teachers are,
in a sense, always designing programs even when they select and adapt
from published programs to suit their particular needs. It is therefore
important to have a significant goal set forth and in mind instead of
only embedded inside published programs, vaguely implied, or totally
hidden.
Clarifying personal expressiveness in creative writing programs is
necessary to maintain its existence as a goal in the face of the current
15
**backlash” against "creativity.” Dwight L. Burton describes one example
of this situation: instead of "archetypal patterns; voice, tone and
attitude; doublespeak; visual literacy; et al [we have] prefixes and
suffixes, spelling demons, finding the main idea, punctuation and inden-
tation in the friendly letter, diagnostic reading inventories, et al."
He also describes a student response: "Can't we put on a play like we
did last year?" (Burton, 1976).
The New York Times of Sunday, May 14, 1976, began an article with
the following paragraph about the "back to basics" movement:
Rising dissatisfaction with the results being achieved
by the country's public schools is giving impetus to
a movement toward denying youngsters their high school
diplomas until they can demonstrate minimum competency
in the basic skills (Maeroff, 1976, p, 1).
It is certainly true that personal expressiveness as a goal and orientation
is not antithetical to basic skills as a goal. In fact, proponents of
open education such as Masha K Rudman claim that skills are best taught
and learned in the context of participatory learning:
It is our contention that any learning that invites
and includes the learner's active participation most
effectively teaches the basic skills. Imposed, dis-
connected, external lessons are far less successful
(Rudman, 1976, p. 1).
Nevertheless, many teachers and school boards across the country separate
basic skills in writing from creative writing, and, when focusing on
skills, often exclude creative writing or relegate it to an occasional
and peripheral time-slot. A recent article by Merrill Shells in Newsweek
titled, "Why Johnny Can't Write," aids in this pitting of skills against
creativity and expressiveness. Shells concludes that creativity and
skills
constitute not only a possible but an essential combination
(Shells, 1976,
16
p. 62), However, he weakens the case for this conclusion, and provides
support for its opposite. He allows creativity to suffer condemnation
by being associated with a shift away from writing and verbal expression,
and with a shift away from language analysis and standard usage:
The 1960s also brought a subtle shift of educational
philosophy away from the teaching of expository writing.
Many teachers began to emphasize "creativity" in the
English classrooms and expanded their curriculums to
allow. .. temporary media of communication such as film,
videotape and photography ... they often shortchanged instruc-
tion in the written language....
Even where writing still is taught, the creative
school discourages insistence on grammar, structure and
style. Many teachers seem to believe th"t rules stifle
spontaneity (Shells, 1976, p. 60).
Describing personal expressiveness in creative writing programs will
help to prop it up as a goal independent of skills so that it does not
dissolve in a new emphasis on mechanics. This study also clarifies the
relationship of personal expressiveness to individual skills. It separates
the important elements of development, logic, clarity, and coherence from
the less important spelling and incidental lapses of grammar--a separation
which the Newsweek article does not make.
In the Shells article, personal expressiveness is pitted against
literary standards:
Those who would teach English must also once again insist
that not all writing is equally admirable. "At some
point you have to stop a kid, tell him that that string
of epithets masquerading as a poem was garbage twenty years
ago and it's garbage now," says Princeton's Baker....
The point is that there have to be some fixed rules,
however tedious, if the codes of human communication are to
remain deciperhable (Shells, 1976, p. 65).
This study of personal expressiveness illuminates the question of
when
students should undertake the application of literary standards
to their
17
own work, and suRp.osts some helpful ways of dolnp that. The Newsweek
article does not separate ape-levels or describe the difference between
beginning writing and maturing writing in relatlonslilp to standards.
This study contributes to the literature on expressiveness In edu-
cation. It attempts to Isolate expressive elements In the literary
experience In order to clarify them for educational purposes. It also
attempts to clarify the relationship between certain principles of open
education and the writing experience, such as choice, participation, and
personal relevance, as these are essentially related to expressiveness.
The literature on tlie creative process and edvjcatlon Is more exten-
sive than that on expressiveness hut does not deal with exactly the same
concept. Creative process research probes tlie Intimate process of com-
posing or producing art, e.g.
,
how does one begin? Wliat Is the next
step? etc, (Bralnord, 1971; Emlg, 1971). Like Klnneavy's (1971) study
of expressive writing, this study does not focus on l\ow the mind prepares
Itself to write, arranges itself, actually produces, revises, etc. It
does not stvidy the writing process In motion or In sequence, as creative
process studies do. Instead, this study begins with a text (Klnncavy,
1971, p. 50). It deals with an analysis of a written product (a story,
for example) along with an analysis of the writer's thoughts and struc-
tures necessarily Involved (a concern with narrative, for example, and
with the particular subject). Although the study recommends the teaching
of certain processes of thinking, such as metaphorical thinking (In
Oiapter III), it does not focus on the "creative process" as such.
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Sources
The sources used in this study include selected theorists, re-
searchers, and practitioners of vTriting in schools, including Britton
(1970), Emig (1971), Kinneavy (1971), and Lopate (1975); selected lit-
erature on creative process theory and on expressiveness in art, in-
cluding Langer (1949, 1952), Arnheim (1954, 1966), and Milner (1973);
selected pertinent psychological literature, including Gendlin (1962)
and Winnicott (1971); and several writing programs, including Livingston
(1973), Petty and Bowen (1967), and Teachers & Writers Collaborative
(1967 to present). The sources were selected on the basis of their
prominence and reputations.
Organization
Chapter I states the problem and the intent of the study, as well
as the uses for the study (the rationale). It states the limitations of
the study regarding populations and sources used.
Chapter II constitutes the review of the literature including the
sources stated above. It examines the idea of personal expressiveness
in theory and pedagogy to find agreements and disagreements and
useful
approaches to the idea.
Chapter III reviews the elements of writing covered in Chapter
II
and separates and categorizes them, locating the issues
in the field
today. These categories include aims, modes, processes,
qualities,
audiences, and evaluations. The chapter then relates
these elements to
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the concept of expressiveness and also to pedagogical elements which
include goals, format and structure, content, and evaluation.
Chapter IV uses the developed idea of personal expressiveness in
creative writing programs to compare major differences and similarities
in specific programs.
Chapter V discusses the significance and possibilities of personal
expressiveness in creative writing programs. It reviews the elements of
writing and of program and discusses the reflection and expansion of
personal experience in and by means of those elements. The chapter pro-
poses and illustrates the separation of basic wricing skills from creative
writing elements and discusses individualized writing. Lastly, it dis-
cusses the implications of this study for teacher-preparation programs.
II
chapter II
REVIEW OF THE LITEPvATlIRE
This chapter reviews several types of literature, including theory
and research on writing in schools; rhetoric and composition theory and
pedagogy; the pedagogy of writing, K-12; creative process theory; and
selected psychological and philosophical literature.
The theorists and researchers on writing in schools demonstrate the
search for categories of different kinds of writing, including personal
and expressive writing. They differ in their descriptions of, and em-
phases on, these categories, but they provide basic material for our use.
Contemporary rhetoric and composition theorists and teachers con-
trast with those writing in the fifties by stressing the personal as well
as the expository, and the process and development of writing as well as
the mature product.
Teachers of writing, K-12, illustrate, augment, and offer differing
opinions on the description and the refinements of different categories
of writing. Formal elements such as rhyme and stanzas, and the use of
assignments or literary models, are discussed. Teachers of creative
writing from the 1920 's on contribute to these discussions and to our
understanding of categories of writing.
Creative process theory is deemed not pertinent to this study of
discourse types, while selected psychological and philosophical
literature
deepen and complicate our search for categories of writing,
including
both the expressive and the artistic writing experience,
and our under
standing of their relation to personal expressiveness.
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Theorists and researchers on VTrltlng In schools
Since the ultimate questions of this dissertation concern teaching
programs, it seems wise to begin the review of the literature with
writing in schools, and to reserve for later more general treatments of
the self and linguistic expression. Discourse analysis appears to be
an appropriate beginning for a study concerned with the definition of
expressiveness in writing. Two leading discourse theorists, James Brit-
ton and James Kinneavy, and other theorists and researchers on writing
in schools, as well as teachers of writing, all handle discourse analysis
with somewhat differing concepts of "personal," "expressive," and "literary"
writing.
James Britton divides modes of writing into the poetic and the com-
municative, and sees expressive writing as preceding and influencing
each of these modes. He casts his discussion developmentally . In
Language And Learning (1970) he discusses his concept of the person, or
self, and the person's relation to language. Oral communication is more
easily expressive of the person than is written language (p. 115) and
indeed, each person's experience is wider than the limitations of lan-
guage alone, but includes unconscious and non-verbal experience (pp. 275-
279). The general function of language is the "reduction of experience
to familiar form" as he quotes Sapir as saying (p. 26), in order to
"handle" our experience (p. 20) and to share it (p. 19). (Whether,
in
speech, sharing or handling experience comes first is a
question Britton
summarizes as the differing positions of Vygotsky and Piaget
on social
speech and ego-centric speech, cf. Chapter 2, "Learning
to Speak.")
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All of early language is expressive language because it reflects the
self, the person:
Expressive language. .. is language close to the self (p. 179)
...the speaker is not only putting a story across but also
putting himself over. It is what is characteristic in his
way of talking... (Britton, p. 115).
Early in our language experience, Britton detects two somewhat
distinct speech modes, that of the participant and that of the spectator.
These, however, are both expressive speech forms in that the self is
revealed in both of them (cf. pp. 167-170):
informing people, instructing people, pe’‘suading people,
arguing, explaining, planning, setting forth the pros and
cons and coming to a conclusion--these are participant uses
of language, uses of language to get things done (p. 122).
Make-believe play, day-dreaming aloud, chatting about
our experiences, gossip, travellers' tales and other story-
telling, fiction, the novel, drama, poetry-- these are uses
of language in the spectator role... by which we pay homage
to, or celebrate, or gloat over our past experiences
(pp. 122, 123).
These two modes are not only expressive of people but are essential to
people (p. 152).
Britton refers to James Moffett's idea that writing emerges out of
"solo discourse" (Britton, p. 166; Moffett, 1968b, p. 85) or "soliloquy,"
as when someone "sustains some subject alone." As someone begins to
write, that person ''becomes more familiar with diverse forms of the
written language- -forms adapted to different audiences and different
purposes" and begins to "draw more and more upon those forms in his own
writing" (Britton, p. 166). Those forms Britton divides into two general
kinds, the "transactional" and the "poetic" (p. 174). "An informative,
scientific report is an example of the one, and a story or a poem
an
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example of the other..." (p. 174). These categories are clearly paral-
lels in writing to the participant-spectator categories of speech.
Britton considers these general writing foirms
,
when fully developed, to
be "public” forms accessible to anonymous readers although reaching
those readers in different ways (by emphasizing the "explicit" or by
intensifying the "implicit") (p. 177).
Britton speaks most closely to the subject of personal expressive-
ness when he discusses the relation of expressiveness and the self to
these forms of writing. Although "expressive writing becomes more public
as it moves in either direction" (p. 177) and the writer does not call
attention to him or herself, still the self is somehow present, even in
scientific writing:
On arrival [at transactional writing] "the self", though
hidden, is still there. It is the self that provides the
unseen point from which all is viewed: there can be no
other way of writing quite impersonally and yet with co-
herence and vitality (p. 179).
In order to teach the kind of public writing in which the self is
not lost, Britton focuses on those intermediate stages of writing at
the point when a young person is beginning to deal with poetic and trans-
actional forms. He wants the tie to expressiveness to be clear and
manifest: "Progress towards the transactional should be gradual enough
to ensure that 'the self is not lost on the way" (p. 179). Despite
his belief that the self need not be lost in transactional writing,
Britton emphasizes the greater benefits of poetic writing for
adolescent
expressiveness, of writing "as a means of 'tying down' aspects
of their
experiences" (p. 249). He says that "the main stream of
writing in
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English lessons will, if these needs are to be met, be in the spectator
role" (p. 249). The writing can be "direct" or a "fantasy" or "the
lyric" (p. 249), or "autobiographical accounts, stories and poems"
(p • 252). Participant* transactional writing comes later in development.
This requires a separation of feelings from ideas, and a decentering,
in Piaget's term, or the ability to think from another point of view
than one's own:
Even a child can be objective at the level of concrete
narrative or description; but it is an achievement of
late adolescence to theorize objectively, to handle
highly abstract concepts with due regard for their
logical relationships, their interrelatedness within a
system, and their implications downwards ... (p . 262).
To summarize Britton, he equates expressiveness in writing with
the manifest presence of the self in the writing, a self which is unique
and larger than its verbal aspects. He distinguishes two general kinds
of writing, the transactional and the poetic, both of which, in their
fully public form, contain the self in a hidden manner. However, the
roads to these developed kinds of writing relate differently to the self.
The road to poetic writing allows the self to be more manifest and
present, particularly since the self is often the subject. The road
to transactional writing requires more hiding of the self, and splitting
off its emotional side, and comes later in a young person's development;
it should thus come later in schooling.
What Britton does not seem to deal with is the possibility of
separating "direct" writing and "autobiographical accounts from pos-
sibly more artful or more imagined writing such as the "fantasy,"
"the lyric," or "stories and poems," as Moffett does in his
curriculum
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(see p. 3). And while Britton's notion of a somewhat hidden self in
all public writing seems helpful and true, he perhaps does not leave
room for the possibility of a developed form of adult writing in which
the self is more fully present, and which is not so public or geared to
an audience. (We shall look at these possibilities in Kinneavy shortly.)
Janet Emig follows Britton in his discourse categories, making
some changes in terminology. Her charting of Britton is the following:
Expressive
transitional
Poetic (spectator)
transitional
Communicative (participant)
Emig deliberately chooses for her own chart relatively unfamiliar words.
"Reflexive" suggests a "basically contemplative role" and "extensive,"
a "basically active role" (p. 37). Her own chart is the following:
Reflexive
Expressive
^field of discourse^ Extensive
(Emig, 1971, pp. 36, 37)
Edward P.J. Corbett (in Tate & Corbett, 1970) makes a similar
apposition between "mimetic discourse" which provides "pleasure,” and
"expository/argumentative discourse" which pursues 'truth (pp» 195-
204). This apposition is reminiscent also of I.A. Richards' distinction
between "emotive" and "scientific" uses of language (Richards, 1949,
pp. 261-268). Burrows, Ferebee, Jackson, & Saunders (1952)
distinguish
between '{)ersonal" and "practical" writing (p. 2); Livingston (1973)
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between "expression" and "fact" (p. 5); James A. Smith (1967) between
the practical and the "creative" (p. 160); Jesperson, between the
"imaginative" and the "practical" (in Smith, 1970, p. 72). This two-
part distinction is perhaps the most common.
However, Britton's students and colleagues at the Writing Research
Unit of the University of London Institute of Education, Burgess and
others, move close to Kinneavy's expanded discourse analysis (1971)
when they write that "finally, writings vary according to the general
function of the language which they involve” (Burgess, Burgess, Cartland,
Chambers, Hedgeland, Levine, Mole, Newsome, Smith, Torbe, 1973, p, 26).
They refer to expressive writing as "close to the self," to transactional
writing as dealing with "a matter," and to poetic writing as involving
a "poetic construct.” Britton himself, however, in Language And Learning
,
does not use enough categories to explain to this author why literary
writing seems different from journals and other personal forms, and how
to deal with these differences in programs.
James Kinneavy, in A Theory Of Discourse (1971), distinguishes
between expressive writing and literary writing, not only developmentally
,
but as types of discourse, and the distinction seems helpful to this
dissertation, Kinneavy does other helpful things as well. The first
is to establish discourse analysis as a procedure separate from develop-
mental and pedagogical analysis and composing process studies. He
describes discourse analysis as a study of the characteristics of the
work which generates its effects, and not a study of those effects them-
selves, which he claims is the province of psychology (p. 50).
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The second very helpful task Kinneavy accomplishes is to distinguish
between modes and aims of discourse, between meanings of the discourse
elements and the uses to which the discourse is put (pp. 28, 29). He
believes that the aims of discourse are the first elements of discourse
to be discussed, that they precede and determine everything else about a
text. (His present book is subtitled "The Aims of Discourse," and he
plans a companion volume on modes.) For Kinneavy, modes of discourse
include narration, classification, evaluation, and description (which
are similar to Alexander Bain's 1867 categories: narration, exposition,
argumentation, and description). Kinneavy 's aims include reference dis-
course, persuasive discourse, literary discourse, and expressive discourse
(p, 36). In Kinneavy, expressive and literary discourse achieve separate
and distinct classification only in terms of aims.
Beginning with a text or a piece of discourse, as Kinneavy does,
has seemed intuitively important to this author in order to give full
weight to the felt differences between a journal entry, for example, and
a poem. Also, it seems to me that only by making the distinctions in
discourse type can some of the questions posed in Chapter I be answered.
For example, Emig writes that "reflexive writing occurs often as poetry"
although often as diary and journal writing (cf. p. 3j Emig, 1971,
p. 91). However, Emig herself had difficulty eliciting "engaged" or
"personalized" writing (p. 31) until she suggested specific genres
including literary genres (p. 30). With Kinneavy' s distinction between
literary and expressive writing, one is able, for purposes of
teaching,
to begin to think about students producing one of these types
of writing
or another, and about how to help them. These
distinctions also suggest
28.
that Bolker's curriculum may be expressive but not literary (cf. p. 4).
It is a triumph of her teaching that one of her students began a novel
(Bolker, 1975, p. 169), a form of literary writing not specifically
taught in class; and interesting to read that that student cut several
classes (p. 169), as if she needed a different place in which to work
on her different form. It is possible that the expressive and discur-
sive assignments might have suggested but not sufficiently guided a
literary form of writing, Kinneavy’s distinctions thus lend support to
Moffett's curriculum (Moffett, 1968a, p, 127; cf, p, 3) in which he
separates "Writing Down" in diaries and journals from "Writing Out" in
poetry, songs, and plays,
Kinneavy states clearly that distinguishing between expressive and
literary discourse is not frequently done. He claims there is a
"paucity of material on reference, and even more, on expressive dis-
course" (p, 358), He says, "Susanne Langer remarks that if there is a
logic of expression, no one has yet discovered or formulated it,., I am
inclined to agree" (p, 418). He says further:
Of all the aims of discourse, less has been written on
expression than on any other; and, as might be expected,
less has been written on the style of expressive dis-
course than on any other kind of style. One does not have
to search very far for the reason: few people actually
distinguish expression as a specific aim of discourse.
When they do, as has been shown, there is a tendency to
equate expressive with literary discourse (p. 428).
Nonetheless, it still remains true that a thorough in-
vestigation into the nature and characteristics of
expressive discourse has to be made (p. 396),
Thus Kinneavy is helpful to this study in yet another way: explaining
why the questions on expressiveness posed in Chapter I arose, and
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justifying atten^ts at answering those questions.
Kinneavy agrees that, although expressive discourse can be dis-
tinguished from literary discourse, there is an "expressive component"
of any discourse which is "the personal stake of the speaker in the dis-
course*' (p . 393). And, like Britton, he says that expressive discourse
is "psychologically prior to all other uses of language" (p. 396).
These notions indicate that we cannot always make clear distinctions.
Nevertheless, Kinneavy finds it useful to describe such diverse texts
as diaries, conversations, suicide notes, prayers, autobiographies, and
the Declaration of Independence (p. 393) as examples of expressive dis-
course, and in a manner similar to Britton, to define it as
that kind of discourse which focuses on the encoder.
Consequently, it is the speaking self which dominates
the discourse and it is by discourse that he expresses
and partially achieves his own individuality (p. 398).
Kinneavy refers to the triangle of communications theory which talks
of emphasis on a person, on a reference to something in the world, or
on an object or piece of discourse (p. 63).
With the emphasis on the expressing self as revealed in the dis-
course, a theory of the self is required, and Kinneavy adopts the
phenomenologists * definition of the self as aspects of consciousness,
namely, a Being-For-Itself , a Being-In-The-World , and a Being-For-
Others (p. 398), the details of which are not useful here. As a result
of the emphasis on the self, expressive discourse reveals "individuality
in language," or style (p. 405), and honesty or sincerity (pp. 405, 406)
A personality or a social personality is revealed in the expressive
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discourse (pp. 410, 418). More intuition than rational thought can
be said to characterize expressive discourse (p. 421), and often a
"valued goal" or purpose is assumed in the discourse (pp. 421, 422).
A "fresh viewpoint" is often seen (p. 429). The language is often
associative (p. 429). The referents are often subjective, imagistic,
connotative, and emotional (p. 432).
In expressive discourse, the "I" is usually "authentic" (although
"partly born" in the writing of the discourse) whereas in literature
the I is fictional; in persuasion, the "!*' is an image; and in refer-
ence discourse, the "I" does net noticeably intrude (p. 433). Besides
being authentic in expressive discourse, the "I" or "we" is omnipresent,
implicitly or explicity (p. 435).
Audience seems to be important to Kinneavy in distinguishing discourse
The addressee within the literary discourse is, as a matter
of fact, often fictional or even nonpersonal. This is even
more true of expressive discourse, where, in fact, the ad-
dressee may even be missing (diaries, journals, exclama-
tions) (p. 59).
Kinneavy claims that we evaluate literature as good or bad but
expression as successful or unsuccessful, (and persuasion as effective
or ineffective) (p. 434). He claims that while we evaluate literature
as original or not original, we do not evaluate expressiveness for
originality (p. 439).
In describing literary discourse, Kinneavy chooses to subscribe to
an objective theory of art which emphasizes the art object or product
in its definition of art (p. 334). The form and structure of the art
work then become the most important characteristics (pp. 334, 344), and
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originality becomes a criteria for evaluation because structure must
call attention to itself" (p. 353). Style in literature needs to be
looked at in relation to the structural whole (p. 362) and not seen as
authenticity, as it can be seen in expressive discourse.
^ioneavy claims that to subscribe to the objective theory of art,
stressing art as an object with a structure, does not deny, but does en-
compass, competing theories of art. These include the mimetic theory of
art (in which art is said to copy an aspect of reality) (pp. 313-317), the
expressive theory of art (in which the artist and his or her expression
is stressed) (pp. 320-325), and the pragmatic theory of art (in which
art's effect on people is stressed) (pp. 326-330). It should be mentioned
here that a potential source for confusion lies in the fact that the ex-
pressive theory of art is similar to descriptions of expressive discourse,
including the emphasis on the person and on self-expression, and in the
inclusion of feeling, emotion, and subjective and imagistic language.
However, the importance of Kinneavy to the study at this point remains
in his distinguishing between expressive and literary discourse as
distinct types with somewhat differing characteristics, and, above all,
with differing relationships to the writer.
Although Janet Emig's categories for modes of writing, like
Britton's, do not appear quite as helpful as Kinneavy 's to this study,
her monograph. The Composing Processes Of Twelfth Graders (1971), is
of general and specific importance to the subject of personal expressive-
ness and creative writing programs. Her research justifies the need for
creative writing in schools at the same time that it furthers the cause
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of basing curriculum on researched needs. And her descriptions of
students writing help in distinguishing personal expressiveness from
impersonal and inexpressive writing. Of general importance is her in-
sistence upon the need for creative writing programs in schools:
This inquiry strongly suggests that, for a number of
reasons, school- sponsored writing experienced by older
American secondary students is a limited, and limiting,
experience. The teaching is essentially unimodal, with
only extensive [--generally, expository] writing given
sanction in many schools. (Emig, 1971, p. 97.)
Emig contradicts Sheils who talks, in the Newsweek article, of the shift
in the sixties ”away from the teaching of expository writing" (cf. p. 12).
It is impossible to know exactly who is more correct, given the lack of
any substantiation by Sheils, and given Emig's small sample. Emig
studied writing autobiographies (among other samples) of eight students
frcrni six different types of schools in the Chicago area. Her evidence,
from the sixties, is convincing enough to this author to suggest that
the so-called spread of "creativity" in the sixties may be easily over-
rated and over-generalized. (Emig, pp, 79-81.) (The same question
applies to the spread of progressive education in the thirties and
forties
.
)
Emig's data also suggests that without specific training for re-
flexive (poetic and personal) writing in schools, a portion of our popu-
lation, particularly white male students, may find such writing beyond
their capabilities, even with out-of-school stimuli: Emig speculates
that perhaps without school sanction, reflexive writing is often con-
sidered "unmanly" (p. 82). One can certainly say about the
schools in
her sample that they did not tap the potential for expressive
writing
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which the majority of her subjects showed (pp. 79-81). Emig further sug-
gests that the schools in fact teach a kind of writing, the three-,
five-, or seven paragraph expository theme, (which she calls the Fifty-
Star Theme because it is so widespread nationally), which comes to domi-
nate the writing habits of young people (p. 81), closing off to them
the real world of writing where one is hard put to find a "single
example of any variation of the Fifty-Star Theme" (p. 97). (This in-
digenously American theme involves introduction, expansion, and conclu-
sions) (p. 97).
Emig's monograph is important to the subject of expressive writing
specifically regarding the complications inherent in expressive writing,
including revision and prewriting time, as well as the difficulty for
many young people of writing about feelings. Emig's empirical descrip-
tion of the composing process applies to the format of a creative writing
program in this study. The length and the complexity of the process
which she observes speaks against a rushed or gimmicky solution to the
tapping of creativity and expressiveness:
Reflexive writing is a longer process with more elements and
components than writing in the extensive mode.
Reflexive writing has a far longer prewriting period;
starting, stopping, and contemplating the product are
more discernible moments; and reformulation occurs more
frequently (p. 91).
What is particularly interesting about Emig's data is that she
finds that this reflexive writing is usually not school-sponsored but
self-sponsored, so that the processes are those that the students have
had to find for themselves. This strongly speaks for adopting and
adapting these procedures for creative writing in schools. Reformulation
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(and then prewriting) are elements to dwell on here:
Revision is lost, not only because it is too narrowly
defined but because, again, no time is provided for any
major reformulation or reconceptualization (p. 99).
Reformulation becomes the correction of minor in-
felicities (p. 98).
It is one of Emig s subjects who links revision with personal expressive-
ness via the notion of ''inspiration. " She says in a taped conversation:
I never remember any suggestions which inspired me, to re-
write something, so that there was any change in the, [sic]
so that it was any better, the only changes seemed to be
technical ones (p. 68).
Emig backs up this notion by observing that "students do not voluntarily
revise school-sponsored writing; they more readily revise self-sponsored
writing" (p. 93). It should be remembered that in her sample, self-
sponsored writing was personal writing.
Emig also observes that in reflexive writing, "the self is the
chief audience--or
,
occasionally a trusted peer" (p. 91). This observa-
tion applies again to the format for a program and echoes Moffett's
concern for setting up peer-groups for sharing, as opposed to having the
teacher as the sole and constant audience (Moffett, 1968b, p. 19).
Emig's data on prewriting is a unique contribution. In her sample,
"in self-sponsored writing, students engage in prewriting activities
that last as long as two years" (p. 98) (which is not surprising, since
the subjects are often the "self" and "human relations," (p. 92). In
school, however, "planning degenerates into outlining" (p. 98). Emig
describes the necessity of adequate prewriting time:
The length of the prewriting period available affects the
choice of subject matter. If, according to the writer's
perception, the period is curtailed by his own schedule
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or by others, he usually does not elect to work on a topic
or problem he regards as cognitively or psychically complex.
Rather, he chooses one he perceives as more "programmable"
--that is, one that corresponds with some kind of schema he
has already learned or been taught, and one he has internalized.
For Lynn, as for most older secondary students in American
schools, this schema is for some kind of extensive expository
writing that does not require that deep personal engagement
of the writer (p. 50).
This discussion suggests two possibilities for teaching. One is the
inference that creative writing programs should find ways to incorporate
meaningful subjects thought about at home. Emig's note about the possi-
bility of two years of prewriting indicates her bias to this direction,
as does her concern that students ask "Is this subject important to me?"
or "Do I care about writing about it?" (p. 89). With the advent of
many packaged creative writing programs, another possibility is that
students are learning "schemas” for personal and expressive writing
which allow them quicker access to deep personal feelings. The Synec-
tics, Inc., directions to "compare your feelings with those of a Gypsy
Dollar Bill" (cf. p. 5) is an example of such a possible schema. At
this point, this study can only note the two possibilities. However,
Emig's data corresponds to Phillip Lopate's belief that "getting at the
feelings" is not an easy task (Lopate, 1975, p. 291). Emig says-
The interesting question here is to define what for Lynn
is an "easy" subject and what is a "hard" one. Clearly,
an "easy" one is a non-personal subject, one that does
not demand interacting with her feelings , one that is
not reflexive. .. .Note she defines feelings as "abstract
things". .. .she admits that she finds expressing her
feelings painful .... In both cases, she says she has
written these pieces because "there was nobody I could
talk to”.... One way of interpreting Lynn's effort to
eliminate cliches is a struggle to find feeling and to
express it in her writing (pp. 48, 49).
Emig's monograph, in summary, is inspirational to anyone
interested
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in expanding or improving creative writing programs in schools. Her
data specifically apply to the length and the complexity of the process
of composing personal and expressive, or reflexive, writing, including
revision and prewriting. Her recommendations are for a format which
includes trusted peers or the self as audiences, the chance to decide
on the personal meaningfulness of a subject, encouragement for writing
about feelings, and time for prewriting and reformulation.
James Moffett's theoretical book. Teaching The Universe Of Dis -
course (1968b), is similar to Britton's book in several ways. Moffett
stresses the importance for students of personal writing of many kinds
(recording, autobiography, etc.) as well as literary writing (fiction,
drama, etc.), above the attempt at objective or expository essays
(pp, 116, 118). Moffett is also concerned that the growth toward de-
centering, in Piaget's term, is not seen as a loss of one's person:
This amounts to expanding one's perspective; one does not
become less egocentric, but his center becomes an area,
not just a point (p. 148).
Like Britton, Moffett is interested in basing a curriculum on child
development (p. 14) and, like Britton, he attempts to chart a path
between early language acquisition and realized public foirms of writing.
Moffett follows social speech to communication in dialogues (p. 65) and
then to the extracting of monologues for the sake of beginning writing
(pp. 84, 85). He also follows the separate path of inner
speech to speech
for action (pp. 64, 65) and from there to soliloquies and the
writing
of drama (p. 71). And he charts yet a separate sequence
going from
fantasies and fictionalized heroes to the writing about
the self
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(pp. 151, 152). And Moffett also charts a sequence Involving audience,
going from the interpersonal to the personal and then to the impersonal
(p. 123). Pedagogically, he is interested in authentic kinds of writing
at all levels (pp. 193, 208) and in knowing one's own mind (p. 202).
Moffett s is an attempt at a very complex schema involving "some
traditional categories of discourse" (p. 35), "the distance between
speaker and subject," "levels of increasing abstraction," and "a sequence
of activities or skills which the student should learn how to do" (p. 36).
He takes traditional categories of discoursei description, narration,
exposition, and argumentation, and modifies these as he needs to. For
example, he substitutes the concept of "drama"-
-"what is happening.
.
.re-
cording" for the concept of "description." He is able to apply a schema
of developing abstracting abilities to these categories. Many pages
later, however, he says.
None of this theory, however, deals explicitly with one
extremely important dimension of growth (p. 48).
Growth in the fictive mode runs somewhat the reverse of
the abstractive order I have been describing (p. 50).
In this writer's opinion, Moffett's attempt at meshing a discourse schema,
a developmental language schema, and a cognitive growth schema with a
pedagogical schema is confusing, although very helpful in sections. He
complements Kinneavy in recognizing the mode of fictionalizing as separate
in function and development from the writing about oneself that we do in
diaries. Moffett has other values, however, for a study of personal
expressiveness in writing, namely, his discussion of the self as situa-
tionally, developmentally , and culturally defined.
Although Moffett and Britton point to a very similar curriculum,
their treatment of the self seems to be rather different. Except for
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quotations from George Herbert Mead on the self as a reflection of
social processes (p. 66), Moffett does not discuss the self at length
the way Britton does. Also absent are discussions of feelings and
emotions, although Moffett does refer very briefly to "emotional
health" (p. 26), to the need to fantasize (p. Ill), and to "growth"
Cp • 149). Herrmann and Tabor comment on this issue by saying that
although it is implicit in much of Moffett's curriculum,
a concern for emotional development as such is something to
which he pays little explicit attention. This seemed to us
an important area of neglect (Herrmann & Tabor, 1974, p. 4).
The major and manifest thrust of Moffett's interest, in his theo-
retical book, is in cognitive development and specifically in the develop-
ment of abstracting abilities (pp. 18, 45, 46, 123, 151, 152, among other
pages). He does not discuss personal expressiveness or expressiveness as
such. However, he deals with topics pertinent to teaching such as how we
learn new forms, as well as with the misuse of textbooks, and the concepts
t
of choice and sharing. Regarding the learning of new forms of writing,
Moffett, more than Britton, stresses the adopting and internalizing of
those forms; e.g.
,
after being taught to write fiction, or reports--then
being able to use these forms flexibly and at later times. Like Britton,
the dominant sense of his thinking is on what we tend to do with those
internalized forms, how young people tend to use them at different stages
of development (as opposed to a different educational practice which
might stress the imitation of and mastery of adult or mature forms).
Moffett's curriculum textbook, for example, shows the use of drama and
narrative in Kindergarten through third grade, and again, differently,
in grades four through six, seven through nine, and ten through thirteen
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(1968 a), Moffett says that
real learning is not accepting statements of the sort
made in this essay but reorganizing constantly one's
own inner field in an effort to match it with the field
of study (p. 149).
However, Moffett seems to make more explicit than Britton the need for
models to adopt, the need for input:
At every turn of the road we ran into the disconcerting
fact that what a student could write seemed to depend more
on his out-of-school language environment and previous
school training than on his age (p. 55).
In order to generate some kinds of thoughts, a student
must have previously internalized some discursive opera-
tions that will enable him to activate his native ab-
stracting apparatus (p. 70).
Moffett's stress on the internalizing of written forms cautions against
a description of personal expressiveness which ignores the role of the
culture in the development and expression of the human mind. He points
out the importance of learning literary forms-- the story form, dialogue,
description, etc. --which are all part of our culture and which are all
taught to young children. The person, Moffett implies, does not exist
in isolation from the elements that the culture teaches.
Moffett's view of the interaction of person and culture informs his
treatment of textbooks, assignments, and writing ideas. Although he be-
lieves that students internalize cultural forms of writing and thinking,
he does not believe in pre-teaching problems or processes such as Catch
the reader's interest in the first sentence," or "Write a brief outline
of the points you want to make, then write a paragraph about each point
(p. 201). Moffett claims that "preteaching the problems of
writing causes
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students to adopt the strategies of error-avoidance" (p. 201), or censor-
ing
,
instead of trying things out. In fact, he does not believe in pre-
senting "good” models to imitate because they intimidate (the opposite
of Mearns
,
1927, and Burrows et al,, cf, p. 50), or in presenting packaged
"writing stimulants" because they "run an unnecessary risk of irrelevance
and canned writing" (p. 208), The treatment of personal expressiveness
implicit in these concerns is the belief that writing can spring from
young people's real needs and real life in the classroom and elsewhere.
(This seems very much like Phillip Lopate's emphasis on activities as
the basis for writing, which will be dealt with later. The difference
seems to be that Lopate constantly stresses feelings whereas Moffett does
not, Lopate, 1975), Correcting one's writing should also be based on the
student's awareness of his or her piece's real needs:
The fault is to prescribe anything. . .Without options, and
the reasons for options, it is futile to speak of teaching
rhetoric (p. 177).
Moffett has a great deal to say about the audience for young people's
writing (pp. 12, 191, 193-196, etc.), and, like the analyst Eugene
Gendlin (1962), believes that response changes a person (p. 194). He is
concerned that a teacher can be "too significant" (p. 193), and he wishes
to foster the peer-group as respondents. He sees the human personality
in the social psychologist's terms, i.e., the self as the reflection of
the social structure (p. 66), and, following from this, he sees writing
as the social, communicative process of "discourse," a relation of
speaker to listener as well as to subject (p. 10). The thrust of Mof-
fett's attitude toward personal expressiveness might then
be construed
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as pertaining to the social context in which a person develops and inter-
acts, or which, in the terms of this study developed in Chapter III,
refers to the setting and format of a writing course.
In summary, the treatment of personal expressiveness is implicit
in Moffett s work in his belief in developmental processes as they inter-
act with the culture, in his concern for the real life in schools, and
in authenticity in writing. Moffett sees the self in social-psychological
terms: in the busy interaction with one's peers and teachers as well as
with one's own work; thus, personal expressiveness should be the result
of this real interaction.
It is not surprising that an Ed.D. dissertation titled Expressive
Writing: Psychological Development And Educational Setting In A New
Language Curriculum (Herrmann & Tabor, 1974) should be a major resource
for this study. This is a 314-page case study and analysis of two years
of teaching, written by two people collaboratively . The authors are
teachers, researcher^, and theorists. The outcomes of their study are
manifold and concern the ability of adolescents to write about "important
human themes," the value of metaphoric thinking and of open expression of
feelings, and the importance of setting and format to expressiveness in
a writing course (Abstract, pp. 2 and 3). It is nice to record that
Herrmann and Tabor provide justification for studies of expressiveness
in school because they believe that there is the
general insistence of the culture at large, and of course
the school in particular, on rationality and objectivity,
while deprecating emotionality, expressiveness, and being
"personal" (p. 4).
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Thus, these writers echo Emig and contradict Sheils on what is being
taught in American schools.
In a sense, the definition of personal expressiveness is attempted
throughout the Herrmann and Tabor work as they discuss the students,
the writings, and the course; but that very pervasiveness makes the subject
diffuse and not immediately accessible. For example, Herrman and Tabor
describe expressive writing as a particular attitude embodied in the
writing which is fostered by setting and format (pp. 20-24), and also as
a "unique mode of human discourse" (p. 15), as well as a "fluency" and a
free flow of language (pp. 11, 186). They also describe expressive work
as work which the students evaluate as important to themselves (p. 255),
and they describe expressiveness as a quality (pp. 14, 8, 29) in terms
of aesthetics (p. 37). When they find Eriksonian adolescent themes as
typical of expressive writing (pp. 42-62 and Chapter 4), they seem to be
defining expressiveness developmental ly. They say, on the one hand, that
all their students' work was expressive (p. 208) and on the other hand,
they describe some work as being more expressive than other work (pp. 8,
14, 29). To use these concepts here, they will have to be sorted out,
but first, examined more fully.
An important conclusion which Herrmann and Tabor derive from their
study is that expressiveness should be looked at not only in students
writing, or in the assignments, but in the attitudes toward the writing
and toward each other- -attitudes created and fostered by a format
and
setting which encourage interaction between differing individuals (pp.
20-
24, 264-271, 296). In this they follow one of Moffett's
main theses.
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as well as the sociological thinking about educational settings which
they attribute to Harvard's Bureau of Study Counsel and Learning Environ-
ments Program (pp. 298). Their setting and format included several
elements: they typed and printed all the writing, in order to start
the pieces off to their audience in equal fashion (pp. 20, 63); they
always had a "do not print" option (p. 20); they always helped to adapt
assignments to students* needs (p. 208); they allowed no destructive
(p • 23); they used large-group and small-group formats, in-
cluding pairs (p . 24); they awarded B's for doing the work and A's for
caring about it, rather than deal competitively ./ith quality (p. 74);
and they allowed and used the typical group-dynamic processes of diverse
groups: anxiety and mistrust as well as support, rebellion against
leaders, and developing class rituals (p. 301). Similar aspects of setting
and format are being developed in several writing courses (cf. Teachers
and Writers, 1967 on; Bolker, 1976; Lopate, 1975; Bouchard 1976a and b).
Herrmann and Tabor also define expressive writing as a type distinct
from creative writing--unlike Britton and Emig, but like Moffett in his
curriculum, like Kinneavy, like Burgess et al. They call expressive
writing "a unique mode of human discourse” that is "parallel with, but
distinct from" both "expository writing" and "creative writing.” They
define it at the outset of their study as "basically a written down ver-
sion of the mental stream of consciousness" (p. 15). As they proceed
they also appear to include "idiosyncratic aspects of personal writing
styles which might reflect this individuality" (p. 25), and themes of
self-image and self-expression (p. 109). This parallels Kinneavy s
mention of emerging individuality (cf. p. 8, Kinneavy, 1971, pp. 308,
405). In fact, while Kinneavy says that it is by expressive discourse
that someone "expresses and partially achieves his own individuality"
(Kinneavy, p. 398), Herrmann and Tabor say something quite similar:
The setting encouraged "being one's self" at the same
time that the writing stimulated heightened awareness of
who that self might be (p. 270).
Herrmann and Tabor mention "freshness" and a "new perception" (p. 37),
which corresponds to Kinneavy 's "fresh viewpoint" (cf. p. 9; Kinneavy,
p, 429), They describe the imagery as seemingly "infused with a personal
significance and meaning" (p. 39). They include among the students' uses
of the writing, "to express feeling," and to "search for an authentic
voice" (p. 141) which parallels Kinneavy 's inclusion of the emotional
(cf. p, 9l Kinneavy, p. 432) and the authentic (cf. p. 9; Kinneavy, p.
433). Herrmann and Tabor also say that in the writings, the students
"seemed to be moving toward some kind of personal stance, philosophy,
or value system" (p. 173) and that these values seem to be embedded in
sensory descriptions, narratives, etc. (p. 175). This appears very similar
to Kinneavy 's statement that a "valued goal" is often assumed in expressive
discourse (cf. p. 9; Kinneavy, pp. 21, 422). They also talk of "associa-
tive thinking" (p. 261) (cf. p. 9*, Kinneavy, p. 429), "non-linear writing"
(p. 200), and "honesty" (p. 261) (cf. p. 9; Kinneavy, pp. 405, 406).
Thus,
a great deal of their description of expressive writing parallels Kin-
neavy 's description. What is not paralleled in Kinneavy is
Herrmann and
Tabor's inclusion of "raw," "stream of consciousness" writing,
the
emergence of universal, age-based. Erlksonian themes, and
the pedagogical
A5
concepts of setting and group dynamics as a context.
Herrmann and Tabor say that all the writing they saw was personally
expressive:
Furthermore, we were witnessing such a variety of individual
response in both style and content--which is what we valued
most--that holding relatively unitary or arbitrary definitions
of openness or authenticity seemed irrelevant, perhaps even
counter productive. We realized more clearly than ever that
modes and styles are personally expressive, and that themes
emerge regardless (p. 208).
They found that by analyzing each student's writings in sequence, they
were able to fathom the differing uses to which each student put his or
her writing, which included openness for some, and unity for others
(pp . 138, 185). These differing purposes seem to encompass Kinneavy's
expressive and literary aims.
As well as defining expressiveness as a distinct type of writing,
Herrmann and Tabor also seem to describe it as a quality of writing.
They indicate this shift from mode to quality when they describe certain
student pieces as being "powerfully expressive" (p. 14) and one of the
writing goals being "more expressiveness" (pp. 8, 29). They describe this
quality as "virriting with vitality and variety" (p . 10), as "vivid" (p. 34),
"full of feeling" (p . 35), with "effectiveness and power" (p. 191).
They seem to differ from Kinneavy by talking thus of quality. Kinneavy
mentions successful and unsuccessful discourse but mainly limits his
discussion of expressiveness to content characteristics of the discourse
(such as "individuality," as opposed to "vitality"). Seeing expressiveness
as a quality as well as a type seems at this point a possibly fruitful
step
.
Herrmann and Tabor are also concerned with the aesthetic qualities
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of their students' work. They seem to say that the qualities which make
a piece "more expressive" in their judgment are actually literary or
aesthetic qualities. When they describe a piece they say has "aesthetic
merit" (p . 34) they talk about the personally significant imagery (p. 39)
and the rhythm and irony (pp. 36-43) among other elements. Personal
significance is an expressive quality, in Kinneavy's terms, but rhythm
and irony are traditionally literary elements. Kinneavy's essential dis-
tinction between a literary and an expressive piece seems to be the exis-
tence in a literary piece of a distinct structure, to which all other
elements must cohere. Herrmann and Tabor, in their analysis of a text,
do closely approach a judgment about structure, and certainly about unity,
when they say:
Yet, even in its present form, a potential totality of
impression and meaning emerges from the interrelationship
of all the parts: from the diction, imagery, syntax and
rhythm, and sound, fused with her feeling. .. .So the piece
does have literary and aesthetic interest. The "idea"
and the form of the writing do complement each other
(p. 35).
In other analyses, too, particularly in a section called aesthetic
coherence and unity: the suggestion of genre" (p. 44), Herrmann and
Tabor find that the attempts at expressive writing often end up as
aesthetic pieces, as literary writing, in the sense of having a coherent
structure as well as traditionally literary qualities.
To summarize briefly at this point, Herrmann and Tabor are saying
that expressive writing is a unique mode of writing with
certain necessary
attributes: (a) certain attitudes formed by the setting
which ensure
(b) writing free enough to express the different
personalities and themes
47
.
(c) The writing also has qualities of strength and power and (d) other
aesthetic qualities. Herrmann and Tabor put together expressive aims and
expressive and literary qualities.
How do Herrmann and Tabor elicit their imposingly literary student
work while initially attempting the mode of expressive writing? What
they seem to do is to teach literary elements and expressive elements of
writing at the same time, usually through structured, although open-ended,
assignments. Early in the course, introduced by means of babbling exer-
cises, Herrmann and Tabor taught the writing of "spontaneous monologue"
or "spono-mono" as it became known. This was clearly an effort at per-
sonal authenticity:
The aim rather is to express as naturally as possible, in one's
typically personal idiom--with the language that lies at the
tip of the tongue--one' s own experience (p. 16).
After "spono-mono" was learned, the students were asked to use it for
each of the thirty or so writing exercises which followed (pp. 16, 17)
which included the following: "Write about action" (p. 32); the students
imagined themselves and somebody they disliked in the form of two animals
and then fantasized an encounter between them" (p. 40); "being someone
else" (p. 47); an "ideal world;" "create an imaginary person" (p. 50);
"a 'free' spontaneous monologue about memories .. .whatever memories come
to mind" (p. 107); "a 'memory chain,' where the writer focused on an
object, let that remind him of something else, and so on (p. 155),
'"take off on a line' from another person's writing about a
feeling
(p. 159); "answering a writing by someone else in the
class in the form
of a letter to that person" (p. 198); "create an
imaginary 'world' and
then describe oneself as part of it" (p. 201) which was "intended to be
a self-description (p. 224); "taking an imaginary trip through his own
body (p , 202); South Station field trip, observation writing" (p, 206).
(A reader has to search through the dissertation to compile a list of
the writing exercises. This seems to imply that Herrmann and Tabor may
not consider them as so important to their course and its results as
others do.)
Herrmann and Tabor specifically taught "idiosyncratic aspects of
personal writing" (p. 25). They also specifically taught literary elements
such as "imagery and figurative language" (p. 25), "analogies,” and terms
and symbols for "feeling states" (pp. 27, 44). They tried to "put the
students in touch with various mental and perceptual processes which
artists and writers draw on in their world" (p. 19). They stressed origi-
nality and experimentation in the form of "strange bizarre unusual
effects" (p. 267).
Herrmann and Tabor claim, early in their thesis, that "many writings
seemed naturally to be finished pieces" (p. 44, italics mine). However,
it does not seem "natural" at all, but taught. With all of the spurs
to the writing of narrative, setting, fiction, metaphors, and symbols, it
is no wonder that the writings seemed to
suggest traditional forms of genre--such as narratives,
lyrics, even satires and short stories (p. 44).
Herrmann and Tabor say this later on themselves:
Because the writing assignments themselves, by suggesting
narrative writing, prepared for--in a sense some kind of
unified view, one can question the spontaneity with which
this coherent view appears (p. 222).
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It is no wonder, also, because the assignments were directing it,
that the aesthetic pieces related, virtually without
fail, to the major, the most important themes in an
individual's writings (p. 223).
That is, Herrmann and Tabor are teaching the integration of authenticity
and aesthetics. They are teaching literary elements used for authentic
and personal expressive writing. The result is expressive writing as
well as literary writing with literary qualities.
Herrmann and Tabor do this because they acknowledge the importance
of artistic processes:
And finally, the assignments' constant encouragement to
use whatever imagery and figurative language came naturally
to mind now seems to be an elemental condition at the
root of the richness of so much of the writing (p. 26).
[These processes] may well have allowed some students new
forms for expressing issues that were central in their
lives, but difficult to write about in plain, discursive
modes (p. 265).
The way we encouraged students to use imagery [and]...com-
parisons . . . seem to have been factors in evoking strong
writing (p. 299).
It seems clear that Hermann and Tabor identify literary writing as
"very expressive” writing.
One important question suggested by this discussion is whether
learning to write "more expressively,” i.e., literarily, augments the
value of expressive writing to a person. Is literary expressive writing
more expressive of a person than non-literary expressive writing? Her-
rmann and Tabor suggest that it was for their students, that it allowed
"new forms for expressing issues that were central in their lives
(p. 265). Robin Skelton, a poet and teacher of poetry
(Skelton, 1971),
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believes that the fictionalizing process of writing poetry reveals a
possibly more authentic self than is ordinarily recognized:
One says 'My God, do I really feel like that?' And the
good poem says earnestly, 'yes, of course you do....'
Then the writer goes out and finds a psychiatrist, or
his best friend, or gets drunk (p. 10).
This self, however, is not an ordinary self but a special self con-
structed by practicing poetry:
It is, perhaps, only when one has mastered rhyme, rhythm,
fiction, and some abstract forms that one can begin to
discover one's own individual vision, for that vision, if
one is a poet, is inseparable from the poetry itself (p. 92).
The poet feels only fully awake when he xs the vehicle for
a poem. Tlie rest of life may be pleasant, but it does not
have that intense awareness which, having once experienced,
he demands again and again (p, 147).
For Skelton, form sometimes directs the vision and vision sometimes
directs the form (pp. 94, 95), and always, there is a working- through
of a fictional voice for each poem. This fictional voice very slowly
yields a recognizable personal voice:
"How can I find my oum voice?". . .The highly personal
style is also, however, the consequence of a slow
development of speech characteristics appropriate to
the particular poet's main concerns and obsessions.
It cannot be faked or invented; it has to grow (p. 67).
Not every teacher of writing agrees that literary writing augments the
personal aspect of expressive writing. Joan Bolker does not push either
"rational" or "emotional" thinking and she generally identifies "voice"
as "thinking style" (Bolker, 1975, p. 111). Questions about literary
expressiveness and non- literary expressiveness revolve partly around the
very complicated and perhaps unanswerable question of how art
works for
a person.
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Another question raised by the Herrmann and Tabor study remains
the importance of spontaneous monologue, or free-association, to both
expressive and literary writing. Herrmann and Tabor deem it important
to the freeing process (p. 260). Other authors who stress free-
association, or what seem to be versions of that process, include
J. Brown et al. (1977), Elbow (1973), Skelton (1971), Lopate (1975),
Macrorie (in Tate and Corbett, 1970 and 1976), Miller, Jr. (1973), and
Brainerd (1971). There are authors who do not stress it, including
Livingston (1973), Burrows (1952), Mearns (1927), Thompson (1972).
Progoff (1975) recommends a kind of free writing which is more directed
than the typical kind.
In summary, Herrmann and Tabor raise the question of expressiveness
as a quality of writing, of some writing being more expressive and of
some writing being less expressive. Among the very many helpful elements
in their thesis, they posit the possible importance of stream of conscious-
ness verbalization to both expressive and literary writing. They also
show the quality of work which high school students are capable of. Al-
though they put together a definition of expressive writing which combines
elements such as setting, strength, power, and literary elements (cf. p. 26),
separations instead of conglomerates appear to be more helpful to this
dissertation. Among the reasons for this is that Kinneavy suggests a
type of writing describable independently of the setting in which it
is taught. Also Kinneavy 's book, Bolker's program, as well as Moffett s
curriculum, suggest that it is helpful to separate expressive and literary
writing, as aims and also as modes.
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Other rhetoric and composition theorists and teachers
Janet Eraig, writing her monograph in the sixties (1971) did a very
thorough review of the literature of rhetoric and composition texts.
She said:
How the writer feels about the subject matter and
how his feelings may influence what he writes--the
affective dimension--are not really considered in
these texts (p. 16).
In some cases, however, one could say that the affective dimension was
considered but found wanting. An example of this judgment is found in
an essay by Harold C. Martin, a teacher of composition at Harvard in
1960 (from Gordon & Noyes, 1960):
The particular function of the teaching of composition in
these years [the last two of high school, the first two
of college], I believe, is that of stabilizing the student's
world rather than that of reproducing, or expressing, his
sensations in it. Explicitly, then, the teaching of compo-
sition should work in these years, I believe, as a constant
check against excess and as a constant consolidator of
experience... (p. 162).
Like abstraction, metaphor is often the convenient shield
for loose thinking, baseless claims, and vain expostulation
(p. 164).
In another essay in the same anthology, Rinker et al. say that "creative
writing is for the special moment or for the special class. Exposition
is universal expression" (p. 191). (This same essay contains an inter-
esting example of an expository writing direction: "The essay must show
that: a, you have read and understood Hamlet thoroughly" p. 197.)
The notion of exposition as universal expression contrasts starkly
with Emig's own understanding. She writes that "much of the teaching of
composition in American high schools is probably too abstract for the
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average and below-average students” (p. 99) but that ’’there is so
marvelous a democracy in the distribution of feding and imagination"
(p. 100). (This does not contradict the teaching of exposition nor the
stressing of it with students who respond.) The well-publicized Dart-
mouth conference of 1966, described by John Dixon in Growth Through
English (1967, 1969) and in other volumes and articles, gathered evidence
of a growing interest in creativity and provided impetus for a new emphasis
on personal writing and personal growth (Smith, R,
,
1970, p. 75). In the
seventies, one finds this new emphasis reflected in rhetoric and composi-
tion texts. One rhetoric text suggests a broadening of the definition
of rhetoric to include "formation in every kind of symbol-using, from a
political speech to a kitchen conversation.
..
[and] the area of group dis-
cussion” (Johannesen, 1971, p. 2). D'Angelo (1975) concludes "that non-
logical thought processes and nonverbal inodes of consciousness deserve
greater attention in the study of rhetoric" (p. 150) and mentions "crea-
tive expression" and "personal writing" (pp. 47-52). His notion that
"conceptual patterns in discourse are symbolic manifestations of under-
lying thought processes" (p. 28) inspires the making of distinctions in
discourse analysis. W. Ross Winterowd's college text, The Contemporary
Writer (1975), like Kinneavy's, divides the uses of writing into self-
expression, exposition, imagination, and persuasion. A college composi-
tion text titled Word, Self, Reality (Miller, 1973) calls itself The
Rhetoric Of Imagination . The journal College Compositio n and Communicati^
(National Council of Teachers of English) regularly includes articles on
personal elements in writing such as Stephen Minot's "Creative Writing;
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Start with the Student's Motive," (Minot, 1976). Dissertations in
language arts reflect this historical change toward expressiveness as
a focus. Recent titles include A Theory Of Language As Expressive Form:
^Approach To Teaching The Language Arts (Emerson, 1968); and Creative
Expression In The English Language Arts Curriculum (Kant or, 1973).
Whether the current "back to basics" movement will curtail this spread
of interest in expressive writing remains to be seen.
Teachers of writing, K-12
Although Phillip Lopate's book Being With Children (1975) is a descrip-
tion of the writing program he has conducted in a New York City elementary
school, it is also a record of his speculations, questions, theories, and
justification for his choice of program. He is concerned with the rela-
tion of language to the self and with how language reflects one's real
experiences and feelings. As Lopate phrases his own questions about
personal expressiveness, we see that his starting point is authenticity,
worded as depth and concern. He wants to know
^ ^
if the writing came from a place deep within themselves or
was merely a case of jumping through hoops set up by the
teacher. Did it matter to the child, did he have the
proud creative sense of building a world on paper, or did
he respond more or less to an assignment cleverly precon-
structed to minimize failure? (p. 235)
and
How to get a child to go beyond the product that one
knows is facile and shallow for him--spiritually beneath
him? (p. 291)
His concern with authenticity echoes all the people discussed so far,
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and his concern about narrow assignments is specifically reminiscent of
Emig and Moffett. Depth, concern, and authenticity are equated with a
naturalness fostered by the setting, which reminds one of Moffett and of
Herrmann and Tabor: "in a relaxed, supportive atmosphere, that expressive-
ness of theirs will surface" (p. 322). Authenticity is also equated with
an "inner life" (p. 289) and most of all, the authenticity is identified
with feelings:
At the heart of poetry is feelings (p, 290). Most
children (like most adults) are afraid to know what is
going on inside them.... The business of teaching people
to write has never seemed to me very far from getting
them to acknowledge the true state of their feelings (p. 291).
Indeed, Lopate named one of his chapters "Getting At The Feelings" (Chap-
ter 22).
Lopate is specifically interested in the relating of feeling to
expression. His models are poets whose process is
to sit down in a receptive state and let one's thoughts
move outward on paper, guided by feeling and the charged-
particle properties of language. .. they had to take their
skinny souls in their hands and jump (p. 236).
Lopate is concerned with the symbols and forms which guide us into our
inner world:
Pound did not write The Cantos by looking at an
ambiguous newspaper photograph, nor did Rilke The
Duino Elegies by starting each line with a color
(p. 236).
This concern over the symbolic guides to our inner experience leads him
to seriously question Kenneth Koch's achievement (Koch, 1970) with
children's writing. Although Lopate called Koch's work a "most
exciting
breakthrough" (p. 230) and talks of the "verbal dazzlement and
imagination"
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of Koch’s young students (p. 230), still, Lopate claims that
poetry is approached here as a game, with certain rules:
here the rule is obviously to put a color in every line...
(p. 230). There is still something mechanically induced about
the hip, modernistic surface of many of the Wishes, Lies And
Dreams poems ... .Many of the hallmarks of the avant-garde
style--long free-verse lines, all-inclusive dream catalogues
...were translated into easily understandable game formulas
(p. 231).
What, according to Lopate, should the guides to our feelings be? Children
are not adult poets. A teacher cannot begin by assigning the topic,
”My Feelings,” and hope for anything but vague and self-concealing re-
sults (p. 292). Children do need starting-points (perhaps Lopate would
say that all inexperienced writers do). And Lopate, like Koch, goes to
modern poetry for a set of starting points. But either the poetry he
chooses as a fountain, or his perception of it, seems different from
Koch ' s
:
Yet the only way to write good modern poetry, or the sort
I liked, Open Poetry, was to take the voyage into open-
ness and to discover the poem in the act of writing it
,..,I would get them to see that exactly what they were
thinking and noticing every minute was the inspiration of
literature. .. they could begin to turn that continuous
subvocal jabbering-- so private and seemingly useless--to
advantage (p. 238).
This sounds exactly like Herrmann and Tabor's "spono-mono." And similar
to those authors, also, as well as to Moffett, is Lopate s belief that
"there is no aich thing as a 'creativity curriculum' divorced from per-
sonalities and social context” (p. 13).
Lopate 's spurs to writing amount to a provision of differing ac-
tivities, or experiences, during which the student is to focus
on one
aspect, and from which he or she is to extract sights,
thoughts, words,
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and feelings. Lopate does not assume that his students are deeply feeling
an experience. He tries to help them do that instead of running from
feelings. They must do something engaging and tap themselves in process
or after. They tap their stream of consciousness in subvocal speech
(p. 239). They walk around "going mad" or "being sad" and feel the feel-
ings in their bodies before they write (pp. 246, 247). They walk around
looking at people and things, and responding to visual occurrences (p. 252).
They eavesdrop (p. 259), project feelings into objects (p. 265), write
from memories (p. 280), etc. Lopate 's assignments sound very much like
Herrmann and Tabor’s in that they often correspond to a trip or activity,
in that stream of consciousness writing is encouraged, and also in that
literary elements are taught by means of the assignments (images by descrip-
tion, dialogues by eavesdropping, "objective correlatives" by projecting
into objects, narratives by memories, etc.).
However, there may be in Lopate more emphasis upon the preverbal
aspects of "experiencing" (to use the phrase of the analyst, Gendlin,
1962). This experiencing seems to be related to all the senses and
faculties but to exist before it is tapped or bottled or segmented by
expression: Lopate constantly urges his students to feel before they
vrite. The preverbal aspects of Lopate’ s interest is reflected also in
the breadth of expressive symbols and media he uses: poetry, prose,
videotape and film, as well as acting and music (p. 322).
Because of the consistently striking writing he elicits from children
(cf. pp. 44 and 45), one would think Lopate might feel
certain about the
experiences he provides his young students, but it seems that his
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starting-points remain, to him, suspect. He discusses the artificiality
of tapping one's stream of consciousness, the anxiety it seems to produce
in children (p. 244) (which echoes Bolker, 1975, p. 74). And as he
guides their visual observations to feelings and back to sight, he writes,
"I was beginning to feel uncomfortable with myself for trying to bottle
every passing shiver into writing" (p. 266).
In summary, Lopate is concerned with feeling and authenticity, free
flow, and setting, as are other teachers of writing. But in his multi-
media approach, in his constant struggle with the depth of feeling and
with stimulating activities, in his concern with his own writing assign-
ments and with those of others, he perhaps more than other teachers of
writing suggests that a preverbal experience should be the writing
teacher's concern. However, it should be pointed out that his emphasis
on preverbal experience is not simple or clear. He did say that we write
"guided by feeling and the charged-particle properties of language"
(p. 236). That "and” bespeaks the ambiguity concerning the role of lan-
guage. We are reminded again of Robin Skelton's (albeit college level)
writing program in which Skelton teaches his students to alternate between
beginning with words, patterns, and "craft” in general, and beginning
with feelings, free association in journals, and one's vision (Skelton,
pp. 95, 113).
It is interesting to contrast with Lopate 's another recent book
on teaching children, Myra Cohen Livingston's When You Are Alone/It
Keeps You Capone (1973). Livingston shares with Lopate, Moffett, and
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Hermann and Tabor a belief in the importance of peer-education and
devotes a chapter to this subject (Chapter 15, ’'What The Children Find
For Themselves"). She shares with Moffett a dislike of packaged writing
programs (pp. 207, 208). Like all of the authors mentioned, she uses
journals at times and assures privacy in them (p. 2). Similar to Britton
and Emig
,
her discourse analysis is a two-part distinction between "expres-
siod and ’fact" (p. 5). She has some typically expressive goals such as
"sensitivity," "awareness," and "the dignity of individual feeling"
(p. 34) as well as the individual's "voice" (p. 89). She meshes these
with literary goals such as "originality" and "imagination" (p. 56) and
the need for a "variety of poetic foms" to ensure expression (p. 34).
Mixed with these similarities to Lopate's and other programs regard-
ing expressive and literary goals are some differences relating to program
elements. Although Livingston does say, "Give a child a set pattern or
form before he has learned the importance of expressing true feelings,
and the results can be disastrous" (p. 51), and although she cautions
against fom for the beginning child (p. 50), and talks of finding a
"delicate balance" between feeling and fom (p. 66), her book is more
involved with fom and with fomal elements than any of the others dis-
cussed, She justifies this by saying that she teaches many verbal children
in after- school programs who are seeking fom (p. 102). She teaches
discipline, and values poetry as a means to discipline:
The limerick is unexcelled for discipline in form
and meter and rhyme (p. 59)..., We must always learn
the rules before we can break them (p, 194).
She teaches fomal elements of poetry such as rhyme and stanzas, repetition.
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and metrical patterns (pp. 36, 102-116) in almost as much detail as
Skelton's college-level book (Skelton, 1971). Although she devotes a
chapter to the problems rhyme can cause children by helping them to
dodge thought (Chapter 10, "Rhyme: A Double-Edged Sword"), she spends
more time on rhyme than the other books on the teaching of writing:
she deals with couplets, triolets, quatrains, limericks, cinquains;
balads and ballades ; sonnets, etc. When her student Mark--in this
reader s opinion, one of her most talented students--begins to write in
a way that Livingston deems "more fragmented, more unintelligible" (p. 81)
she says, "I urged him to... make the return to rhyme" (p. 81). She says,
Mark will have to learn that, having left couplets,
quatrains, and other traditional forms, he may have
to come back to them in some measure, in order to
express himself so that others will listen (p. 212).
The emphasis on rhyme is conqjletely opposite to Lopate and to Herrmann
and Tabor, who do not seem to speak of rhyme at all.
The above quotation signals another difference between Livingston
and Lopate and Herrmann and Tabor: the importance bestowed on communi-
cation with one's audience. Although Lopate and Herrmann and Tabor (as
well as other teachers such as Mearns (1925, 1929), Burrows et al. (1952),
and Moffett) stress sharing with peers, Livingston seems to give the
audience more authority, or perhaps a different kind of authority, than
the other teachers do. (This recalls Kinneavy's sense that literary
writing concerns itself with audience more than expressive writing does.)
Part of the authority which the audience in Livingston's book seems to
have is bestowed by her use of negative criticism, which again distinguishes
her from Lopate and Herrmann and Tabor. Lopate does not mention negative
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criticism. Herrmann and Tabor expressly forbid it (p. 23). So does Apple-
gate (1954, p. 88). Mearns is very careful with negative criticism and
avoids it with younger high school students (1925, pp. 12, 26). Living-
ston, however, criticizes cliches in students' work (pp. 36-47) and also
builds negative criticism into her procedures, along with praise:
Given the ground rules about creative writing. .. that
we find something to praise and/or something that
could be made better, the children are able to find
for themselves where a piece of writing falls apart
(p. 209),
This criterion o£ comrminicating to an audience seems to be a personal,
adult criterion of Livingston's as well, and not reserved only for
children. She praises
universal symbols as used by T.S. Eliot and other poets
versus the personal symbolism of some contemporary
poets, which remains unintelligible, and therefore,
totally uncommunicative, to the reader (p. 213).
Unfortunately, she does not give examples so that we can see whom she
means
.
In the first two goals she states, Livingston seems different from
Lopate and Herrmann and Tabor:
First, to develop sensitivity and awareness in each
child, individually, and to discover how we could best
heighten this sensitivity and awareness. Second,
to introduce each child to a variety of poetic forms
in which his own feelings could be expressed (p. 34).
The difference between Livingston's first goal and Lopate' s goal of
"getting at the feelings" may be subtle but is perhaps important.
Lopate feels that children and adults run away from their deep
feelings
(p. 291) but he does not seem to think we have to
"develop” or "heighten
our feelings (or sensitivity or awareness). We are
capable of having
62 .
the feelings. We need to stay with them instead of running away from
them, to allow them, and to touch them. In her second goal, Livingston
seems to "introduce" more than either Lopate or Herrmann and Tabor,
who perhaps "uncover" more than they "introduce." Their assigned forms-
dreams, fantasies, projection or association from ob jects--seem to be
attempts at forms which are closer to the lives of their students, i.e.,
more authentic. Livingston seems closer to Skelton in her belief that
the stanzas and haikus she teaches are important for a real expression of
a person. Although she does introduce a journal, she does not stress,
at least in her book, the alternation between reaching for form and
starting with as authentic a self as possible, which Skelton urges (Skel-
ton, 1971, p. 113).
Unlike Skelton, Lopate, or Herrmann and Tabor, she does not seem
concerned with a "flow" of language, or a free flow. She says,
and each, in open discussion, will therefore learn
that poetry is not easy, but is a careful putting
together of many elements to communicate feelings
and experiences (p. 213).
In a third grade class, she introduces a lesson in which the children,
on a walk, divide their page into two categories. On the left goes
"What I thought about what I saw;" on the right goes, "What I saw" (p. 21).
This seems to be a good journalistic exercise in analysis, and with much
to teach; but it seems to this reader to be overly-analytical for poetry;
not freeing, as it is meant to be; the opposite of the free flow which
Lopate and Herrmann and Tabor seek.
Interestingly enough, the one poetic element Livingston is cautious
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about teaching is metaphor (as well as simile) (p. 132). She waits to
see "what occurs" (p. 131). This contrasts sharply with Herrmann and
Tabor who think it is one of the most important elements they teach.
It strikes this reader that in this book, "expression" of the indi-
vidual's "voice" and feeling, despite lip service, is given over too much
to literary forms remote from most children's experiences, feelings, or
needs. The "delicate balance" is too seldom achieved. Here are a couple
of random samples of poems from this collection:
The sewers drop waste in the sea.
The smokestacks pour smog in the sky.
The cars go as fast as you see
And the birds are too frightened to fly (p. 118).
Clown Fish
A clownfish is
A clown in the circus doing
All kinds of tricks when
He sits down, he
Makes a big frown
A Clown fish (p. 63).
Con5)are these with a child's observations in Lopate's book:
...this is about Garbage it is open
and it is smelling bad and everyone
is walking from it
I heard a baby crying in McDonald's
for his Mommy he was getting very pale (Lopate, p. 255).
It seems correct to say that Lopate's sample is more "felt,"
or displays
more articulated feeling; is more vivid, more interesting,
and "fresher
in response (—that word that so many books on children's writing
seem
to use). Lopate's sample seems also more convincingly
authentic and close
to the person. Here is another sample from
Lopate (p. 257):
I saw orange beams in a lonely place.
The stones looked ancient.
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I wish we could get out of here.
I saw pigeon tracks.
I saw a dead bird without one wing.
I saw a path covered with snow.
It was beautiful.
The trees look like big hands
waiting to catch me.
I saw a train that stopped
dead on the tracks.
My hands are cold.
I saw a man with a paper bag
on his head.
This is a startling poem. The sense of authenticity is conveyed by the
conversational and seemingly artless, natural language. The feelings
mentioned are therefore all the more strong j the loneliness, the sense
of age, of death, of fear, of coldness, and of beauty. But the feelings
are not only mentioned, they are conveyed by a strange kind of imagery;
the imagery of absence. What is told is what is not there. There are
beams (girders) and no finished structure; bird tracks but no bird;
death, not life; one wing, not two; snow, not the path underneath; tree
branches ("hands") and no leaves; a train, and no motion; cold hands and
therefore probably no mittens; a man with no hat. On the other hand, too
many of Livingston's poems appear to be neither expressive of a person nor
sufficiently literary, whereas Lopate's samples seem often to be both.
Perhaps Livingston is somewhat afraid of feelings. She is concerned
that she was "responsible" for a change in one of her students, Mark,
from "ordered, formal expression into the young C.O." (conscientious
objector) (p. 82). She asks, "Had my insistence on the importance of
feelings, Mark's feelings, in any way been responsible" for this change?
(p. 82). She also writes that "a ten-year-old girl suddenly began writing
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about nightmares, disasters, and monsters. I felt compelled to call
her mothei?' (p. 82). It is difficult to see Lopate or Herrmann and
Tabor so alarmed as to make the phone call. Lastly, Livingston writes.
We must encourage the experimentation. .. the new forms,
and yet we must also put reins on the moments of wild
abandon if we hope to teach something of the necessity
of containment (p, 201).
In this reader's opinion, her students' work is much in need of some
more "wild abandon." It can probably be fairly said that Lopate and
Herrmann and Tabor value and try to find depth of feeling, whereas Liv-
ingston does not. (It would be interesting, in another study, to compare
the published poetry of Lopate and Livingston, and then to relate the
analysis to their teaching. Very brief glances at each have suggested
that Lopate is an avant-garde, interesting poet, whereas Livingston is
more of a popular versifier, but, of course, this cannot be asserted
without quotation and more study. Such an analysis would involve specu-
lations about a teacher's influence on children beyond the influence they
admittedly aim for.)
Two other teachers of writing have contributions appropriate to a
discussion of expressive and literary writing: Mauree Applegate (1954)
in the United States, and Denys Thompson (1972) in England. Both of
these teachers of children teach literary writing. Thompson, in fact,
sounds like Skelton describing the speaker in poetry as a special
self,
when Thompson writes that
poetry is a way of response, a human faculty the atrophy
of which means a serious loss. The inability to use
the language of poetry precludes the experiences that
can exist only through poetry, and blocks a way of
being
(Thompson, p. 176).
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However, both Thompson and Applegate make clear that literary writing
is to serve the students. Applegate's interests are to cultivate pride,
self-confidence, release, and a blossoming (p. 3) and it is for this
reason she allows no negative criticism (p. 88). (In 1954 she proposed
the individualized writing conference, p. 105, which we shall return to
later.) Thompson, in a brief history of the teaching of writing in England,
summarizes Reeves, Hourd, Hudson, Holbrook, Britton, and others, and talks
of writing as an aid to children's growth (p. 179) and sense of identity
(p. 182), and as an aid to their understanding of the world and of litera-
ture (p. 181). Perhaps it could be said that Livingston differs in her
aim in that she emphasizes personal goals less often and less clearly than
these other teachers. Perhaps it can also be said that she emphasizes
technique more.
What is of clearer contrast to others is her teaching of rhyme,
metrical patterns, and other formal elements. Applegate writes:
If she [her student] doesn't hear the break in the
rhythm, I shall know that she is not yet ready for a
lesson in verse-making. . .1 must not make her form-
conscious (p. 89).
And Thompson, citing James Reeves in 1941 as the first in England to
equate self-realization as a goal with free verse as a means (p. 178),
writes that
Technique used to be taught first... The position has
now been abandoned and the general view is nearer the
other extreme: that given the need to say something
in poetry children will usually find the mode of ex-
pression they want. It is unlikely that this will involve
the use of rhyme, which may help practised writers but
for
most can be disastrous, inhibiting a fresh response
and
inducing a mere matching-up with the expectations that
seem to go with rhyme (p. 183).
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Clayton agrees with the above statement (Clayton, note 2).
The teaching of writing for self-realization appears to have a
longer history in the United States than in England. Hughes Mearns
published ^_eative Youth in 1925, and Creative Power in 1929; and June
Ferebee and Alvina Treut Burrows and their colleagues, who acknowledge
their debt to Mearns in their preface, first published They All Want To
Wr^ in 1939 and revised it in 1952 (Burrows, 1952). Burrows et al.
distinguish the two-part division of "practical” and "personal" writing
(Burrows, p. 2) and neither Burrows nor Mearns distinguish literary writing
from expressive writing. However, they are all teachers who strongly
emphasize the personal, individual, and authentic aspects of literary
writing (Mearns, 1927, pp. 2, 5, 10, 11, 16, 27; Burrows et al., pp.
2, 15, 43, 90, 105, 118, 139, 140). Unfortunately, Burrows' book is out
of print (perhaps temporarily) but the 1952 edition is still in many
libraries. The Mearns and Burrows books seem to this reader to be as
inspiring and as helpful as any books on the teaching of writing.
An interesting similarity between these authors, and a difference
between them and several others, is that Mearns and Burrows et al.
substitute format for curriculum, in effect, in that they teach without
assignments, but only by means of models. They read selections from
established authors and from students, and praise the elements that they
wish to encourage (Mearns, 1925, pp. 18, 35, 36; Burrows et al., pp. 4,
88, 116, 117, 175, 194, 195). (Moffett, on the other hand, does not use
models for writing for fear of intimidating. However, he does believe
in exposing students to literature in an indirect use of models, cf.
68
p» 39 this study.) Both Mearns and Burrows at al
. use the word ''environ-
ment" to describe this aspect of their teaching as well as their en-
couragement and supportiveness.
A concern for depth of feeling, and a concern for the personal and
the authentic aspects of literary writing, seem to be a fair summary of
our look at Lopate, Livingston, Applegate, Mearns, Burrows et al., and
Thompson who summarizes several important English teachers of writing.
Skelton's combining of the teaching of formal elements with the teaching
of authentic freeflowing writing compares importantly with Livingston's
seeming over-emphasis on formal elements.
Creative Process Theory
Emig is helpful to a discussion of creativity theory and its problem-
atic relevance to the teaching of writing. For her own analysis of the
composing process, she needs "generative category-systems” which enable
her to break down the process in order to take a close look at it, and
she chooses a typical four-stage creativity theory upon which to build.
Her four stages are pre-writing, planning, writing, and reformulation
(Emig, pp. 17, 18, 28). They are similar to Malcolm Cowley's "germ,"
"conscious meditation," "first draft," and "revision" (Emig, p. 17).
They are also similar to Susan Brainerd's exploration,
improvisation,
review and evaluation, and extensions (Brainerd, 1971). However,
despite
her use of a four- stage process, Emig accepts others
as valid: a five-
or six-stage process (from R.N. Wilson), the tension
generated between
a single set of polarities (from Plato, Freud, and
Kubie)
,
the tension
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produced among a multiple set of identities and attitudes (from Bruner),
and the intersection of two disparate "matrices" (from Koestler) (Emig,
pp. 18, 19). These can be summarized as three main types of theories:
tension, intersection, and sequence. Emig writes in summary:
That there are data supporting all three sets of hypo-
theses suggests that there may be processes of creation
with quite different profiles or typographies. Indeed,
there is the strong possibility that other delineations
are equally valid (Emig, p. 19).
It does not appear that the seventies have produced differing
creative-process theories. Herrmann and Tabor appear to have identified
the tension theory when they write: "In a way, all of the students we
have been talking about are struggling with some tension, or discrepancy
in their experience" (p. 172). In what appears to be the most recently-
published book to date, Creativity, The Magic Synthesis
,
(New York: Basic
Books, 1976), Silvano Arieti attempts to reformulate Freud's polarities
of primary- and secondary- process thinking into a seaningly dialectical,
tertiary process of resolutioa However, the critic Richard Gilman, in
his review, refuses to grant that resolution (or "click") the status of
a tertiary process (Gilman, 1976, p. 4).
The many possible creative processes, plus Emig's observation that
high school students, as well as professional writers, might take two
years to incubate an idea (Emig, p. 98) leads to the possible conclusion
that creative writing programs should not, for fear of excluding the
rest, model themselves after the details of one or another creative-
process theory, but should attempt a format which allows room for the
several theories, and allows room for individual styles. Thus a teacher
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should not insist on a detailed outline of a story because for some
students, narrative is primarily unconscious and intuitive. Nor should
a teacher insist that either planning or writing take place in the
classroom. Also, Brainerd's process of review and evaluation (pp. 17,
18) may well be too conscious and self-conscious for some students. Etc.
Indeed, all this echoes James A. Smith's idea that "Creativity Is
Individualism" (Smith, 1966, p. 65) and that "creativity, as such, cannot
be taught. We can only set conditions for it to happen" (p. 144). The
v>n:iting programs reviewed so far appear more complex--less bent on nar-
rowing down and organizing procedures-- than the creativity theories
mentioned in Emig and developed in Brainerd.
For purposes of definition, aside from using the word "creative
writing" to mean literary and expressive writing, it seems inappropriate
to use "creative" to evaluate or to describe student writing. The reason
is that despite much usage in pedagogy, the term is too vague. Rodney
P. Smith, Jr., who surveys the concept and related programs, writes:
"Invention, originality, ingenious productivity, the new, the spontaneous--
there is no exact synonjm of creativity" (Smith, Jr., 1970, p. 1).
Lending even more weight toward avoiding concern with creativity
as it has been traditionally understood in education are the psychologist
Liam Hudson's assertions that there seem to be several different kinds of
originality, including scientific as well as artistic originality
(Hudson, 1966, p. 51), and that the creativity tests have not located
scientific creativity (p. 102); also, that psychologists have not com-
pared creativity tests with actual creative adults (p. 37).
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Psychological and Philosophical Literature
To broaden the survey of ideas relating personal expressiveness to
creative writing programs, some of the psychological and philosophical
literature which discusses the relation of the self to linguistic and
other expression must be mentioned. This literature is so vast that only
a particle of it can be sampled. Included are a few of the psychologists
and philosophers who are particularly interested in formulating the rela-
tion of the person to creative expression. Other analyses and philosophers
could have been chosen as well. These writers all deepen and complicate
the relationship of self to symbol.
Eugene Gendlin . Eugene T. Gendlin is a phenomenologist as well as
psychotherapist who has worked extensively with Carl Rogers. His book,
Experiencing And The Creation Of Meaning is subtitled A Philosophical And
Psychological Approach To The Subjective (Gendlin, 1962) and it deals not
specifically with writing but with the relation of language to the person,
which Gendlin sees as a separate and even sometimes distant relationship.
Gendlin sees the human experience as a preconceptual , presymbolic, and
unique "experiencing" (pp- 9, 27). As Herrmann and Tabor summarize
Gendlin's concept, "experiencing is the stream of continuous knowing,
feeling, sensing that constantly is moving through an individual”
(Herrmann and Tabor, p. 287). A moment of our lives is always a "subtle,
richly complex maze of many, many meanings, perceptions, interpretations,
past, present and future concerns" (Gendlin, p. 32). We cannot assume
that any linguistic statement expresses this very complex experiencing.
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and as an example, Gendlin refers to the phenomenon, familiar to all
analysts, of people talking and talking without dealing with their
feelings at all (p, 52). In order to deal with our actual experiencing,
must be exact, not inaccurate or haphazard, and we must pro-
foundly "grapple" with our experiencing in an intense and serious way
(p, 52). We are then grasping at nuances, shades, suggestions, and moods
as well as our verbal expressions:
It is an important theoretical question v/hy it makes
so much difference to a person to conceptualize a
feeling in words that really seem to convey It. How-
ever, in describing the experience of such conceptual-
izing, there is simply no question that it does make
the feeling more intense, more clear, more real, and
more capable of being handled (p. 80).
It is because of the difficulty of verbally expressing our felt experience
that our statements in therapy, as in other instances, must sometimes
take the form of poetic images or metaphors (p. 79), and the kinds of
images vary according to the people involved, from "spatial images" to
'kituational ones," to seeing feelings as "pressures and counterpressures"
or "qualities and savored tastes," etc. (p. 121).
Another important idea in Gendlin's work is that subjective ex-
periencing is capable of infinite differentiation into symbols and thus
capable of being understood many different ways. Symbols themselves
can play an active role in calling forth different meanings:
The meanings in any aspect of experiencing are
potentially so many that we cannot exhaust them.
Just which meanings we will conceptualize depends
partly upon the symbols we apply (p. 27).
The notion of applying symbols is very much like using "spurs" or
stimuli
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in a writing program and thus we might infer from Gendlin's idea that
the quality of spurs or symbols in a writing program does make a differ-
ence to the levels of experience a student can tap. We might infer also
that a multitude of writing ideas is helpful for a personally expressive
program, in order for a wide range of experience to be tapped. However,
aside from the quality or number of spurs in a program, Gendlin's work
implies most of all that symbolizing our experience pushes us toward
further S 5mibolizing , and thus further clarification and meaning. As
Herrmann and Tabor phrase this point.
One describes the feeling one had in mind, accurately
enough, and then finds that there still is something
more. One symbolization makes room for the next, so
to speak (p. 20).
S 3mibols can call forth meaning in us but the "fit" must be exact. Never-
theless, the "fit" of symbols seems not to be the thrust of Gendlin's
work but rather the proliferation of our own meanings, the further
pursuit of our own unique experiencing.
Another pregnant idea from Gendlin is his belief that the presence
of another person deeply affects our experiencing of ourselves, and that
we are thus different people, in a sense, in the presence of different
people. His description of this idea is convincing:
I am already different, because my experiencing is oc-
curring with you, and it is different and new as
your behaviors vitally affect what is in me. And so,
as I tell you how I always am, already I am living a
process of being otherwise (p. 39).
My sense of you, the listener, affects my experiencing
as I speak, and your response partly determines my
experiencing a moment later (p. 38).
This idea seems related to, perhaps an extension of, the idea that
different symbols call forth different aspects of our experiencing; it
can be seen as another aspect of a "calling forth." If we make a leap
from listeners to readers, Gendlin's idea has implications for the
audience of student writing: teachers, peers, oneself may well call
forth different understandings and writings.
By summarizing and applying Gendlin's ideas, we can say that his
work suggests the following view of personal expressiveness in writing
programs: a program should somehow direct us to become aware of, and
attuned to, our subjective, felt experiencing which lies below the level
of language. The program should encourage the symbolizing of that ex-
perience in language exact and honest. The program should encourage a
plenitude of symbolizations in the search for the many possible meanings
of our experience. Personal expressiveness is not a casual, haphazard,
or superficial relation of writing to our experience, but instead is a
serious, exact, and profound attempt at representing or describing our
inner lives. His criteria for judging this exactness of expression,
developed in the therapeutic situation, is the subjectively felt correla-
tion between symbolization and experiencing.
Susanne Langer . Susanne Langer's work applies beyond the interests of
"pure" aestheticians . Perhaps it is her insistence, throughout several
books, that art is important as a way of thinking, that seems important
to her readers. Herrmann and Tabor stress this cognitive aspect of
Langer's theory as well as her linking of cognition and feeling
(Herrmann & Tabor, p. 292). Langer says that regular language expresses
"ideas" of "actual things and events" but that art expresses "ideas
of
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feeling” (in Feeling And Form
, 1953, p. 59). Thus, “through art we
learn the character and range of subjective experience” (1953, p. 146).
This, then is a justification for teaching literary writing. (See dis-
cussion of Kinneavy, pp. 26, 31).
Langer is useful to this dissertation also because she stresses the
difference between a piece which refers to experience and a piece which
embodies experience; when she discusses the difference between the repre-
sentative function of language and the expressive function of language
(1949, p. 67); and also when she discusses the difference between dis-
cursive and presentational symbols (1949, pp. 78, 79). Discursive
symbolism is "language proper” (p. 79)--its regular linear form. Pre-
sentational symbolisnB are poems or other pieces of art which "are involved
in a simultaneous, integral presentation” (p. 79)--the piece speaking as
a whole. Whether one can speak of the concept of the "embodiment” of
feeling and experience in the art symbol is somewhat problematical.
Langer talks of art "conveying" feeling (1953, p. 32), "coinciding"
with forms of feeling (1953, p. 68), of art as a "projection of vital
feeling" (1953, p. 63), and as a "substitute" (1949, p. 199), among
other terms. She thus sees the art symbol as presenting and conveying
feeling and experience rather than only referring to it. Whether these
terras point to concepts of "embodiment," "fusion," "analogy, or iso-
morphic tensions," are discussed by Langer 's interpreters (cf. Blazek,
1970; Walker, 1967; Chronister, 1969; Arnheim, 1966). Despite
inconclu-
siveness regarding these refinements, we can use Langer s descriptions
of
two kinds of texts to deepen the distinctions made in this
study so far.
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One is a piece of vrriting which refers to experience, even to feeling,
and another is a piece of writing which presents and reveals experience
and feeling and which does so by means of articulated form that coincides
with forms of feeling (1953, p. 68). The writer John Clayton comments
that ”this distinction is hard for student writers to understand and
employ; once they do, they are able to make a real leap in personal
expressiveness as well as literary power” (Clayton, note 2). We shall
take a closer look at what this difference can mean to a person in the
discussion of Milner's work. For now, mention can be made of the parallels
with Kinneavy's expressive writing, which often refers to experience, on
the one hand, and with literary writing which often presents experience,
on the other.
One aspect of Langer's work which is pertinent to this study, yet
which raises a question this study cannot answer, is Langer's defining of
the presentational, or art, symbol as being of necessity an illusion
(1953, pp. 50, 68, etc.). She claims that autobiography (1953, p. 246),
essays, etc,, which she deems "applied art” (1953, p. 301) while they may
have "unity" and "vividness" (p. 146), are too much involved with
"actuality” to function fully as presentational symbols and thus convey
the forms of human feeling. This would make it necessary to sharply
distinguish between a piece of personal writing aiming to be artful and
full of felt experience, and with a cohesive structure which allows it
to
stand on its own, from a similar piece which is also fictional.
Langer s
insistence on illusion as an aspect of art contradicts this study's
separation of the fictionalizing process from the aim of
literary
writing (cf. Chapter III). Without attempting any sort
of resolution
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of this question, mention should be made that Arnheim is similar to
Langer in his conception of expressive form but is slightly different
on the matter of whether that form needs to be a complete illusion.
His concept seems to allow an actual perception of the actual world to
be part of the symbolism and expressiveness of the art form. For
example, he says that in painting a pine tree, the painter "can rely on
the expression of towering and spreading this tree conveys to the human
eye” (1966, p. 70) and that "such concepts as power, peace, or freedom,
expressive qualities of strength, of quietness, of expansiveness are
perceived" (1966, p. 310). He is, of course, still talking of form
depicted on paper or canvas, etc., and thus separate from the world.
However, Arnheim 's investigations into visual perception and the role of
kinesthesia as a "kind of isomorphism" (1966, p. 68) or structural simi-
larity (p. 58), seems to allow him to de-emphasize illusion, and to
emphasize the percept, as the symbolic vehicle of feeling.
D.W. Winnicott . B.W. Winnicott, the English psychoanalyst, concerns
himself not only with the significance of s 3nnbolic expression, as does
Gendlin, but also specifically with the etiology and genesis of the art
experience. He traces the art experience to the encompassing play of
the young child (Winnicott, 1971, p. 13) which he describes as a psychic
area in which the child loses him- or herself and which the child creates
out of both inner and outer worlds:
Into this play area the child gathers objects or
phenomena from external reality and uses these
in the service of some sample derived from inner or
personal reality. Without hallucinating the child
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puts out a sample of dream potential and lives
with this sample in a chosen setting of fragments
from external reality (p. 51).
This description of play is similar to Susanne Langer's description of
art as the creation of "virtual experience,” a realm of illusion made of
physical art material in which experience is simulated and felt (Langer,
1953, p. 212). Both Winnicott's play and Langer's art experience are
distinguished from other activities such as dcs«:ribing experience, talking
about experience, or referring to experience; in both play and art, one
is experiencing. Winnicott claims that cultural (including the art)
experience, coming from play, is a central and basic human experience
which derives from infancy. He locates its beginning in the use of
"transitional objects" such as teddy-bears and blankets which link the
baby's inner and outer worlds, which represent the mother when the mother
is not present but when the baby needs the mother. The transitional
objects create an intermediate realm between the inner and outer worlds,
a "potential space" between the baby and mother, which comes before the
development of concepts of the self or of the external world (pp. 41, 80).
This intermediate realm, in which the teddy-bear or other object must be
provided by adults, is a necessary experience if a healthy sense of the
self and of external reality is to develop (p. 101). His notion of
creativity is a healthy attitude toward "anything" (p. 69).
In Winnicott's work the art experience is linked through similarity
or derivation to child's play; it is an experience which involves
imagi-
nation or "illusion " (p. 3); "dreaming" (pp. 31, 51);
"near-hallucination"If
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(p* 51); intensity (pp. 14, 51); and projection and identification
(pp, 51, 80). He says, "in playing and only in playing, the child or
adult is free to be creative” (p. 53).
Winnicott*s work relates specifically to creative writing programs
in two ways besides that of the art experience: his belief in the
importance of establishing contact with deep feelings; and his belief
in free-association as a technique for doing this. Reminiscent of
Lopate, Herrmann and Tabor, and Gendlin, Winnicott’s descriptions of his
analytic sessions with patients attest to the occasional great length of
time which real contact with feelings requires (pp. 31, 60-63). Also,
Winnicott makes a big distinction between shallow feelings which occur
in fantasy, as he defines it, and deep feelings which occur in dreams
and in living (Chapter 2, "Dreaming, Fantasying, and Living," pp. 26-37).
His refusal to use latency period fantasy in therapy (p. 35) reminds
one of Lopate 's description of the ultimately meaningless adventure tales
which poured out of one teacher's classroom (Lopate, 1975, p. 36).
Like Herrmann and Tabor, Elbow, and Gendlin, Winnicott urges relaxa-
tion and free-association as the beginning of contact with the self and
as the beginning of creativity (pp. 55 and 56). He justifies this approach
with the claim that free-association allows for an unorganized, almost
unintegrated self (p. 61) which is a requirement for both self and
creativity. He claims that a "coherent theme" manifested in freely-
associated material is like a premature self and is a reflection of
anxiety (p. 55). Only after relaxation and creative play have been
achieved, can a real self emerge. This real self also requires reflection
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off people in one's environment (pp. 56, 61). This idea parallels
his thesis of the infantile self as emerging out of transitional objects
which are provided by adults in a nurturing environment. It also is
reminiscent of Emig's, Herrmann and Tabor's, and Moffett's concern for
an active, supportive audience of peers as well as teachers.
One must remember Lopate's caution that the use of free-association
made his elementary- school students anxious (Lopate, 1975, p. 244).
Winnicott might well assent to this caution: in the descriptions of his
work with patients, we. see that he watches children play with toys in
fantasy, and plays with them, rather than asking them to free-associate.
(Moffett's use of drama is an example incorporating such play into a
writing program for young children.)
Winnicott seems to echo Lopate's concern that creative play not be
"games" with "rules" when he talks about games making play superficial
and excluding the precariousness which makes play intense ("playing is
always liable to become frightening. Games ... forestall the frightening
aspect of playing" p. 50). His thinking thus supports the idea of broad
and open-ended writing assignments rather than restricted ones, as the
only hope of releasing meaningful and intense work.
Marion Milner . Abraham Maslow (1968) links Milner to the tradition of
humanistic psychology and within that tradition, to ego-psychology (p. 143).
Maslow believed it important that education serve to uncover our
primary-
process thinking (p. 142), a concept taken from Freud, and said
that
"Marion Milner's extraordinary book. On Not Being Able To
Paint
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perfectly makes my point" (p. 143). Indeed, Milner's book (1957) serves
as a good investigation into the process of freeing and deepening feelings
in expression. It also serves as a good investigation into the process
of analogic, or symbolic, or primary-process thinking. Milner does seem
to suggest, along with Langer and Winnicott, that the freedom to leave
actuality enhances and deepens one's understanding and expression of that
actuality.
Milner is involved with the analogic potential of visual symbols,
and, like Winnicott (who has read her), sees that potential as having
developed from our infancies:
If one saw it [space] as the primary reality to be
manipulated for the satisfaction of all one's basic
needs, beginning with the babyhood problem of reaching
for one's mother's arms, leading through all the separa-
tion from what one loves that the business of living
brings, then it was not so surprising that it should
be the main preoccupation of the painter .... [Painting]
must be deeply concerned with ideas of distance and
separation and having and loving.... It is also necessary
to think about different ways of being together, or, in
the jargon of the painting books, composition (pp. 11, 12).
Milner's specific example of the feeling of desolation conveyed spatially
might make this analogical process clear:
For instance, I remembered a kind of half-waking spatial
nightmare of being surrounded by an infinitude of
space rushing away in every direction for ever and ever.
In a similar way the term 'vanishing point' aroused
vistas of desolation (p. 12).
Equivalent feelings about language might include discreteness and unity,
stopping and flowing, language at a distance from oneself or attached.
language which stands clearly on its own or a half-hidden and unclear
language. For example, a poem with isolated, unconnected words, one to
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a line, might convey discreteness, while, oppositely, a narrative of
gathering prose which culminates in a mood or a character might convey
unity. The experiences of stopping or of flowing would inhere in the
same pieces. An example of language at a distance from the self could
be, "My bed in the corner of the room," whereas language we are calling
"attached" could be, "My bed, my cradle!" In this analogical process,
we are experiencing what the medium (space or language) does, as if one
were bodily identified with that medium. It feels as if we enter the
medium as we read or look or create. Apparently a serious reader of
poetry, Milner provides an example of the plunge into the linguistic
medium of poetry. First she quotes from Shakespeare:
...there they hoist us,
To cry to the sea that roar'd to us, to sigh
To the winds, whose pity, sighing back again.
Did us but loving wrong (p. 125).
About these lines she says the following:
The bodily sensation of the castaways became one's
own... for instance, in the phrase 'cry to the sea'
the 't' of 'to' cut short the thin high-pitched
'y' of 'cry* and one had the sensation of the wind
whisking the cry from one's very lips and drowning
its small sound in the deep echoing vowels of
'roar' (p. 125).
We are here emphasizing language as a physical medium augmenting and
conveying language as a referential medium.
Milner talks about our identification with the media as a fusion
or interplay of our inner world with an aspect of the outer
world in
much the same way that Winnicott does:
Certainly one has to make the distinction between dreams
and reality, for instance, or between outside and
inside,
body and mind, doing and thinking. But having done
that
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it is then necessary to bring the two halves together
again, in a complex rhythmic interplay and interchange
(p. 86).
In those drawings which had been at all satisfying there
had been this experiencing of a dialogue relationship
between thought and the bit of the external world repre-
sented by the marks made on paper (p . 115).
Milner describes a medium as a bit of the external world which is more
pliant than the rest of the world:
For by it [drawing] one could find an 'other', a public
reality, that was very pliant and undemanding; pencil
and chalk and paper provided a simplified situation in
which the other gave of itself easily and immediately
to take the form of the dream (p. 117).
Milner emphasizes the value of fictionalizing:
It was only when I had discarded this wish to copy
that the resulting drawing or painting had any life in
it, any of the sense of a living integrated structure
existing in its own right (p. 154).
Like Winnicott, Milner analyzes the adult's art experience with a medium
as similar to the child's art and play experience (p. 93) and like Win-
nicott, again, Milner sees our ability to fuse ourselves with an art
medium as stemming from our infancies when we did not have the ability
to separate ourselves from what was outside us (pp. 27, 67, 116).
Milner, like several of the other authors considered here, distinguishes
between shallow and deep personal expressiveness, which is not surprising
since, like Winnicott and Gendlin, she is an analyst. She introduces the
topic early in her book when she describes how her conscious intention
was to draw a peaceful scene but how, instead, she drew a violent storm,
the opposite of her intentions (p. 6). This led her to value and pursue
a method of free drawings, as, in analysis, she pursues verbal free-
association. She comes to understand that free-association yields an
important, "spreading” kind of attention which is the opposite of the
also-important "narrow" or focused kind (p. 84), She claims that this
spreading attention produces free drawings which are true wholes or
deep unities (p. 71). She does not, however, underestimate the anxiety
which can accompany free-association (pp. 16, 17) and she links the
anxiety with her fear of giving up visual outlines and boundaries in her
drawings. (In writing, one could similarly fear giving up verse, the
story form, a conversational tone, the sentence, etc.)
The plunge into a medium which Milner describes, and the taking of
oneself on an analogical journey or experience, can be said to distinguish
the art or literary experience in writing from the experience of other
kinds of writing such as making statements about oneself (which is a kind
of expressive writing, cf. pp. 24-29). Let us explore some examples.
First is a small piece from the diary of Alma Mahler, the conposer's wife:
DIARY: March 21 [1905]. Yesterday Pfitzner asked me
to play some old songs of mine. He said they were good
and that he was very glad to find I had a real talent
for composition and a sound feeling for melody. "I wish
we could work together for a time. It's such a pity
about you." What a melancholy joy coursed through my
veins! A moment's bliss (1973, p. 81).
Mahler reports on a day's event, on her feeling, on a person's comment.
The reader understands the bliss and the melancholy joy because the piece
refers to other events reported earlier in the memoir, namely that
Gustav Mahler had asked his wife to give up composing in order to devote
herself to him and his work.
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Let us look at a small piece from The Diary Of Anals Nln
. 1934-1939
(Nin, 1967):
I do not yield to small talk. I am silent. I skip so
much. I turn away. I am always absorbed by the core of
people, looking at it, interested only when U speaks.
The miracle I await, the miracle of clarity, always
happens
.
A day and a night. Opened my eyes with the usual
desire to sing and dance without ever knowing why, but
there is already the dancing of light from the river on
my ceiling, walls and bed. It is the refracted sunlight
on the Seine (p. 19).
There is a felt difference between the two pieces. Nin also reports on
a small event and on her feelings, but she embodies some of her feeling
as well. The embodiment of the feeling plunges us into the medium:
we see the refracted light dancing on the ceiling (through language's
ability to call up linages by reference); we ourselves "dance" when we
say the short sentences to ourselves, pausing, taking new breaths, re-
peating "i" six times in a short space. Mahler reports her experience.
Nin reports her experience but also creates an experience on the page
for the reader. We can probably say that the subject matter of each
piece is what the piece is actually doing. Since Alma Mahler's is re-
cording events, then recording itself is the subject of the piece. She
is placing an "I" on the page, as Kinneavy describes expressive writing.
The subject matter in the Nin piece is her feeling or experience. The
piece actually substitutes for an experience in that the rhythms of the
piece seem to coincide with the rhythms of a life-experience, dancing
energy. The reader has a small experience while reading which allows
her or him to understand Nin's. The aim of the Nin piece may be expressive
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writing; by actually conveying experience, the piece is also literary.
Dostoevsky provides a fictitious journal:
I am a sick man.... I am a spiteful man. No, I am
not a pleasant man at all. I believe there is some-
thing wrong with my liver. However, I don't know
a damn thing about my liver; neither do I know whether
bhere is anything really wrong with me. I am not under
ticdical treatment, and never have been... (Dostoevsky 1955
p. 101).
This is something like a report yet it isn't at all. There is a descrip-
tion; there is another description. The prose returns to the first
description to augment it. There is then a contradiction, the suggestion
of a second... As in the Nin selection, the reader "dances" with the
repetition of the "l"'s and with the pauses for breath, but this dance
will go on and on, relentlessly, without letting the reader escape, just
as the character cannot escape his own mental cage, the Underground. Is
the Dostoevsky book more fully articulated than the Nin diary? Possibly.
Perhaps Langer and Milner are correct in emphasizing fiction as being
more able to convey subjectivity arid feeling than a book which refers
to the actual world. Perhaps then it is important for any writing
program which attempts personal expressiveness to include fiction in
many assignments. But on the other hand, perhaps the difficulty of
making a decision about the importance of fiction shows the lack of clear
distinction between well-articulated expressive writing, and literary
writing, and shows the possibility of aiming for both at once.
In summary, the philosophers and psychologists reviewed here deepen
and complicate the concept of a person and his/her linguistic expression
by stressing preverbal experience, the depth of such experience, and the
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difficulty as well as the importance of expressing such experience in
appropriate symbols. Gendlin, Winnicott, and Milner stress the impor-
tance of free association and free art. Gendlin and Winnicott stress
the importance of one's human environment, Winnicott and Milner discuss
the roots of expressiveness in infancy. And Langer and Milner stress
the value of art symbols, visual and literary, and the importance of
illusion to the presentation of feeling. These authors, then, expand
one's notions of the processes of thinking and feeling, of the importance
of audience, and of the importance of literary as 'well as personal.
expressive writing.
CHAPTER III
ELEMENTS OF A PROGRAM
Chapter III briefly sununarizos the review of the literature and
points tp the need for separating and categorizing the elements of
writing mentioned by the several authors reviewed. It locates those
elements on which there is consensus among writing theorists and teachers,
and also locates those elements on which there is none: i.e., it locates
the issues in the field today. Certain chosen elements are then related
to a concept of personal expressiveness. These chosen elements constitute
a description of personal expressiveness in writing. Finally, the elements
of writing are related to elements of pedagogy and thus constitute an
outline of a personally expressive writing program.
Every theorist and teacher reviewed in this study is interested in
personal expressiveness in writing. That is, each one has something to
say about the relation of writing to the self, or about the personal
elements in kinds of writing, forms of writing, or programs. However,
the discussions of personal expressiveness in writing are embedded in
the discussions of writing. There are no short cuts to defining the term.
We have not proceeded toward a definition of the term beyond the original
questions: what is the personal element in writing programs? what is
self-expression in writing programs? what is personal expression in
writing programs? and similar formulations. Since, among the authors
reviewed, all discussions of the self and its relation to
writing are
embedded in discussions of many aspects of writing, this
discussion, also,
nmst include many aspects of writing, and later, of
program, in order to
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approach a concept of expressiveness in writing programs. However, it
is difficult to summarize those several discussions of writing and to
compare one with another. The programs do not line up, item by iteitv for
purposes of summary and comparison. For example, Lopate stresses both
authenticity and deep feeling; he teaches poetry, but does not stress
traditional poetic forms such as haiku or rhymed verse. Livingston,
on the other hand, believes these particular forms, and others, are
necessary for expression in poetry. She dismisses metaphor as unimportant
(cf. p. 63; pp. 131, 132 in Livingston, 1973). Herrmann and Tabor, who
do not believe that poetry is more important than prose, believe that
metaphor is vitally important to full expression. They make judgments
about the literary quality of personal writing because they believe that
literary qualities expand personal expression, whereas Kinneavy rather
firmly reserves literary judgments for literary aims. Kinneavy reserves
the emphasis on authenticity for personal or social expressive writing,
while Lopate stresses the importance of authenticity in all literary
writing.
What is it we have here? Authenticity, feeling, poetry, poetic
forms, metaphor, full expression, judgments, literary quality, personal
v/riting, aims, social writing— a list like this is difficult to tabulate
or to compare because one does not know at a glance whether the items
are similar or dissimilar. It is not clear if aims of writing can be
sunmarized with judgments about writing or with qualities of writing.
Metaphor may be a process of thinking in Herrmann and Tabor, but a dis-
pensable stylistic element in Livingston. If this is so, then we
cannot
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summarize the two uses of metaphor together.' It is not clear whether the
evaluations and judgments made by the several authors are similar or
are conditioned by audiences differently defined. Furthermore, one
could go on mentioning the elements in each author's program and theory
and finding a different set of emphases in each.
If we are to be able to understand these elements in order to under-
stand the necessities of a program, with goals, justification, etc., it
is necessary to locate these elements in other people's programs and
theories, and to list them. In this way, we shall be able to see more
clearly what these elements are, and shall be better able to analyze
programs, comparing and contrasting them. It will then be possible to see
what teachers and theorists synthesize into a program, what they emphasize
as a main point or starting point, and what they exclude. This list need
not be exact nor exhaustive. It need only be a simple categorization so
that comparisons of discussions of writing are possible. It can then also
more easily be seen if this review yields a consensus on any aspect of
teaching writing, or disagreement. Knowing the issues in the field should
provide a good foundation for making decisions about an expressive program.
Separating and categorizing elements of writing
Categories from the review of the literature are here selected into
which elements of writing are put, those separate categories briefly
justified, and the literature reviewed for those elements of writing to
put into the categories. As with so many analyses, these elements may
often have a more isolated life in the analysis than in texts and in the
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minds of people at their desks, where the elements occur more often as
mixtures and compounds
.
Kinneavy's "aim" category, as distinguished from "mode," is a
c^iGgory to start with* * Use is another word which Kinneavy
employs for the same concept (Kinneavy, p. 50) and "use" is the word
Winterowd selects, in the same way (Winterowd, 1975, table of contents).
Keeping in mind Kinneavy's caution that aims of writing often overlap
(p. 60) it is advisable to distinguish between an expressive aim, which
is to establish or reveal a self, and a literary aim, which is to produce
a piece of writing able to stand alone, its articulation of its subject
and its structure complete. Under expressive writing, let us adopt
Kinneavy's distinction between individual and group or social expression.
He includes as examples of individual expressions, conversations, journals,
diaries, gripe sessions, and prayers (as opposed to manifestoes for group
expressions), and we can then label this "personal" expressive writing as
well as "individual." Certain teachers use "personal" writing just this
way (Bolker, 1975, pp. 63, 64; Martin, in Zavatsky & Padgett, 1977, p.
30). (Although this gives us "personal, expressive" writing as a cate-
gory, this category by no means answers the question, what is personal
expressiveness in writing.) Aim, or use, is a distinction which refers
to the intention of the writer. It emphasizes the writer and therefore
the relationship of the piece of discourse to the writer (cf. p. 8).
This distinction of intention would allow us to acknowledge it as
possible
for one writer to compose a diary purely for him- or herself,
as a way of
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trapping some of the passage of time and of revealing that person and
that life* This distinction would also acknowledge it as possible for
another writer to compose a diary which would do the same but would also
be complete enough, descriptive enough, articulated enough, to stand as
a work on its own (—Nin's Diaries ? cf. p. 85.) This is following
through on Kinneavy's suggestion of overlap (although Kinneavy does not
stress the overlap as much as we are doing here). We aim for one use or
another— expressive or literary--or both at once. And while conversations,
diaries, and prayers are usually not intended to bo works of art, they
can be. Short stories are usually intended to be literary works but can
also be used only as personal discovery with no attempt at completeness.
Whether literary works are aimed at other's eyes, i.e., are public, is
a related but yet a separate question. That is, a writer may attempt
a fully articulated and completed, perfected story or poem and do this
for the sake of his or her own needs--without a thought of an audience
(see Richards, 1949, Chapter IV). A public or an audience is a separate
element discussed later (see p. 98 ).
Modes. Let us adopt as a second category the kind of discourse distinguished
by its contents, or elements, or "modes," as Kinneavy uses the term.
"Genre" or "form" are the terms used in literary criticism (Kinneavy,
p. 36). The common elements in rhetorical analysis are
narration, ex-
position, argumentation, and description, and subdivisions of these
include characterization and plot, ideas and evaluations,
setting and
theme (Kinneavy, p. 351). This category allows us to
describe a piece
of discourse without any reference to the aim of the
writer, or without
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any reference to the relation of the writer to the piece. It thus,
perhaps, allows a more detailed description of content. Included here
can be all of the kinds of discourse--diary
,
narration, manifesto, etc.--
which can also be placed under different "aims" but without here stressing
the use.
Processes. A third category is needed which stressed processes of think-
ing and feeling. In contrast to both aim and mode, this category empha-
sizes the processes of writing as they are experienced by the writer.
For example, if we look at fictionalizing as a process, we are emphasizing
a writer imagining. If we look at fiction as a mode, we are emphasizing
the product of imagining constructed on a page. If we look at fiction
as an aim, we are looking at a general relation of a writer to a work,
a general intention rather than the way that intention fulfills itself.
This third category includes such processes as metaphorical thinking,
fictionalizing, discursive thinking, feeling, stream of consciousness
verbalization, and authentic verbalization. This is not the same as Emig's
concept of the composing process because she studies the process in
motion by asking people to verbalize aloud as they write. The category
here is more text-bound in that we are inferring a process from a text
rather than researching the process directly (cf. pp. 5, 6 and Kinneavy
p. 50).
By separating these processes of thinking into a category, we can
more easily compare two poets and teachers of poetry, Lopate and Living-
ston, as dissimilar regarding the processes of metaphor and deep feeling.
Lopate can be described as a teacher stressing several processes: meta-
horical thinking, fictionalizing, authenticity, deep feeling. Livingston
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can be described as a teacher who stresses not processes at all but
formal elements (among forms) and art (among aims). Skelton, Lopate,
and Livingdon all teach literary objects, poems, as their aim, but Skel-
ton and Lopate stress the process of stream of consciousness writing,
while Livingston does not. And while Herrmann and Tabor do stress the
process of stream of consciousness writing, they stress expressive aims
rather than literary aims, as distinct from the others.
By labelling as a thought process the process of fictionalizing
and by distinguishing it from a mode and an aim, v7e can best handle its
mystery and complexity and multileveled relationship to other aspects of
writing. For example, fictionalizing usually goes along with the aim of
creating a literary piece, but by separating it from the category of art,
we can more easily think about its application to expressive writing,
individual or social. Ira Progoff, for example, in At A Journal Workshop
(1975), asks his clients to recount their dreams in a dream log (p. 228).
This is an attempt to be accurate in personal writing for the sake of
self- revelation (— Progoff is a psychologist). When he asks his clients
to enter the dream itself at its end, to continue it in fantasy and then
to record this fantasy in the present tense, a Gestalt technique, he is
asking them to fictionalize but still for the sake of expressive, indi-
vidual, personal writing--not for the sake of making a story. One can
easily shift aim from expressive to literary writing and use a dream to
make a self-sustaining narrative by organizing its sequence in an inter-
esting manner and by making the descriptions complete (cf.
"Ragnarok"
by Jorge Luis Borges, in Labyrinths, 1962, p. 64). Or one can
use the
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fictionalizing process of dreaming while awake with the intention of
creating that complete narrative (Bouchard, 1977; Clayton, note 3).
John Clayton suggests a subtle relationship between fictionalizing
and personal writing by asking his students to write segments of their
autobiography as factually and truthfully as they can (Clayton, note 4).
He then has the students look at what is recorded on the page and care-
fully question its truthfulness and accuracy: he says that almost in-
evitably we see that we have created a persona which is a construct much
as a fictionalized character is created by a novelist. (This is reminiscent
of Sartre’s notion about remaking our past and future continually, cf. No
Exit
, 1957, and other works.) Clayton's example shows that we cannot
restrict our notion of the process of fictionalizing to either literary
or expressive aims, but must link it with both. This ambiguity between
the recording of a real individual life which does not attempt to be
fiction, and which becomes fiction because it then exists on a page in a
new "life" is explored in the fiction of Ronald Sukenick (1969), and in
Truman Capote's In Cold Blood (1965).
James Moffett, oppositely, stresses the link between fictionalizing
and creating and defining only literary work. He analyzes narrative types
into many different categories, some of which fall into Kinneavy s expres-
sive category (journal, autobiography, interior monologue, letter, diary)
(Moffett, 1968b, pp. 42, 123-135) and some into Kinneavy 's reference
category (memoir, chronicle, anonymous narration of biography) (Moffett,
pp. 123-145). But Moffett stresses the notion that all
of these types or
forms can be used for fiction. In the terms of this study,
what he is
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saying is that the process of fictionalizing is usually used for creating
works of fiction (a literary aim) and that the writer of fiction can use
any form or mode for this purpose and with this process. His analysis
of fiction's diverse applications gives weight to a notion of fiction
as a process independent of its product. Moffett writes:
The techniques of fiction imitate everyday recording
and reporting. The stories in the first two groups
[interior monologue, dramatic monologue] purport to
be actual discourse going on "no\^/-- somebody thinking,
somebody speaking. The stories of the next five groups
purport to be documents written by characters in the
story-- letters
,
diaries, autobiographies, or memoirs,
etc. (p. 14).
As examples of fictionalized uses of recording and reporting, he cites
Richardson's Clarissa
,
Gide's The Pastoral Symphony
,
Fitzgerald's The
Great Gatsby, Melville's Benito Cereno
,
and other works. A recent
example would be E.L. Doctorow's Ragtime , a novel which is fiction
throughout but which uses the historical figures ordinarily reserved for
reference discourse.
Qualities . Let us next separate out as a category attributes or qualities
such as vividness and vitality, those elements which Herrmann and Tabor
repeat and stress. This category can include attributes or qualities
such as vividness, vitality, effectiveness of imagery, power, etc.,
and we can apply them to literary writing, expressive or personal writing,
(and also to referential and persuasive writing). We can add to the list
of qualities feeling, authenticity, individuality, logic, coherence,
clarity, fluency, and others. Such a category is unlike aims, which
apply to a piece in general. It is unlike modes, which include
formal
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elements such as rhyme or characterization, because modes are more
easily located and circumscribed in a text as content, whereas what we
are calling qualities are more elusively descriptive. For example,
locating imagery in a poem is easier than explaining why the quality
of that imagery is powerful, or unique. The category of qualities is
unlike the category of thinking processes because the emphasis with
qualities is on the text and not on the writer's mind. For the teaching
of writing, it is particularly appropriate to separate what is found on
the paper from the thinking and experiencing processes which a teacher
might direct a student to try. For example, teachers often encounter
students who attempt to write out of a powerful emotion but whose sparse
phrases display none of that emotion. It is important pedagogically to
acknowledge the powerful thinking and feeling process going on as well
as the absence of qualities in the product such as fluency, vividness,
etc. Kinneavy links qualities with aims: e.g., he links the quality of
originality with the aim of literary work. However, it would be helpful
to link originality with expressive aims when describing new uses of
forms for expressive purposes. Separation brings flexibility in describ-
ing student writing. For example, we can discuss the authentic quality
of a piece of writing without wondering whether or not an authenticity
was sought or experienced in the writing of a piece. We can apply our
list of qualities to any kind of writing distinguished by aim
and by
mode: there can be vivid scientific writing, and vivid personal
writing
in diaries; both stories and letters full of powerful
phrases and images,
the derivation of different qualities. TheIt is helpful to note
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qualities which Herrmann and Tabor praise in expressive writing, such
as vividness and vitality, are qualities derived from literary criticism
and can be called literary qualities (cf. Chapter II) along with originality.
Qualities such as fluency, individuality, and perhaps authenticity are
not as closely associated with literary judgments and may derive more
from expressive aims--writing which enphasizes the person doing the
writing, and less the object being created. Noting the sources of these
qualities will make them easier to understand.
One might think that style is a matter for this category, and a
full working-out of the category would include much on style, but the
concept of style is not limited to one category. Kinneavy insists that
style is an integral part of a piece of discourse relating to the other
elements in a work, and he analyzes style differently under different
aims (Kinneavy, pp. 166ff, 275ff, 357ff, 428ff). Emig describes style
as the "preferred transformation" (Emig, p. 35) which is analyzable under
discourse distinguished by aims or forms. And in A Glossary of Literary
Terms (1957), M.H. Abrams describes style in general terms as "a charac-
teristic manner of expression in prose or verse--it is how a speaker or
writer says whatever he says" (p. 94). We should thus be hesitant to
insist that style be subsumed under "qualities" but should be prepared to
describe it wherever it comes up.
Audience . Winterowd suggests categorizing "audience" separately for
different aims and it is helpful to follow that notion of separation.
Winterowd describes the audience for both journals and interior monologues
as being of minimum concern; for autobiographies as being of intermediate
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concern; and for personal letters as being of maximum concern (Winterowd,
1975, p. 24). By varying one's audience for writing, a person will ex-
press him/herself in different ways. Kinneavy's description of audience
includes an audience as present or as missing, and also as fictional or
nonpersonal (Kinneavy, p. 59). Moffett describes audience in terms of
the distance between it and the speaker/writer: inflection is "intra-
personal communication between two parts of one nervous system"; conversa-
tion is "interpersonal communication between two people in vocal range";
correspondence is "interpersonal communication between remote individuals
or small groups with some personal knowledge of each other"; and publica-
tion is "impersonal communication to a large anonymous group extended
over space and/or time" (Moffett, 1968b, p. 10). We can abbreviate this
to an audience made of the same person, two people speaking, two people
writing, and anonymous readers. Emig, focusing on schools, adds the notion
of an audience made of a "trusted peer" which she distinguishes from both
the self as an audience and an authority- figure such as a teacher (Emig,
p. 100). And Robert J. Parker, Jr., Emig's colleague at Rutgers, expands
on this school-related treatment of audience, following James Britton s
recent research (Britton, 1975) by categorizing audience as follows:
"Sense of Audience” categories
1. Child to self
2. Child to trusted adult
3. Child to teacher as partner in dialogue
4. Child to teacher as examiner/assessor
5. Child to peers (as expert, co-worker, friend, etc.)
6. Writer to his readers (or unknown audience)
(Parker, note 5).
It is no doubt true that "audience" as a separate
concept in rhetoric
and in creative writing will be expanded and developed
in coming years
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and examined developmentally on all levels (cf. Britton, 1975; Bouchard,
1976).
Evaluation
. "Evaluation" is the last category we shall separate from
other elements of writing. It is an actual element of writing, not only
of teaching, because we tend to evaluate as we write and the evaluations
we make influence our act of writing. In a gross form, we encourage or
inhibit ourselves. In refined form, we may push ourselves to search for
a more exact metaphor, or for further development. Adopting and adapting
Kinneavy's distinctions, we can begin with an evluation of personal or
group satisfaction (used often for expressive writing, either individual
or social). This is based on a sense of fulfilled expression or self-
revelation, or the gaining of insight. Kinneavy talks of self-revelation
(pp. 388, 433), Emig of importance to the writer (Emig, p. 89). All
teachers of writing discuss or imply their students* evaluations of the
writing experience in these terms. The evaluation of satisfaction can
be applied to literary writing as well: one might have started to write
a poem and then not be concerned with its success as a poem because of
satisfaction with it as self-expression or source of insight.
Literary attempts often lead to evaluation of fullness of articula-
tion (Langer, 1953, pp. 145, 146), of completeness (Kinneavy, p. 355),
of energy (Elbow, 1973, p. 24), of creativity (Carlson and Yamamoto in
Smith, 1970, pp. 74, 75), of--for some writers--perfection.
Wliat Herrmann
and Tabor do is to apply this literary evaluation to certain
pieces of
personal, expressive writing, and to speculate on how
and why expressive
.
27-29, this study). Both Elbow andwriting became literary (cf. pp
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Skelton also teach this procedure of separating literary quality from
personal writing by making literary evaluations, at times, and teaching
evaluations at other times. For the teaching of beginning writers,
especially, the separation of literary evaluation from the evaluation
of personal satisfaction provides freedom and flexibility for pedagogy.
If a student's work does not approach any sort of literary achievement,
so that a literary evaluation would not be a positive evaluation, that
student can still be reassured that an evaluation is possible and ap-
propriate; i.e., a personal evaluation: did this piece teach me something
about myself? On the other hand, the distinct types of evaluation allow
more freedom to make literary evaluations of a young student's work if
that should be appropriate, without inhibiting that student's, or others',
many attenqjts at writing which do not achieve any literary standards.
That is, these two distinct types of evaluation supplement and reinforce
the distinction between aims: we can teach a student to suit his/her
own criteria without having to write "well."
Besides self-satisfaction and literary evaluations, a third kind of
evaluation can be made in developmental terms, in relation to expectations
about a student's age and what sort of theme or ability occurs when
(Britton, 1970, 1975; Herrmann & Tabor, 1971; Marksberry, 1963, pp. 55-57).
This allows us, for example, to think about an exciting personal insight
achieved by a first-grader in his or her daily journal, as well as an
exciting personal insight achieved by a middle school student in his or
her daily journal. We would expect a more articulated insight from the
older child. Conversely, however, we might come to expect
the middle
school child to use less fresh language and imagery,
and to use them
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more self-consciously, than the younger child. Also, sentence length,
clause length, and subordination, all of which affect articulation of
ideas, appear to be developmentally determined (Loban, 1963; Hunt, 1965).
A fourth kind of evaluation can be made in terms of experience;
i.e., in terms of being a beginning student or a more experienced writer
(Livingston, 1973, p. 8; Adler, 1971; Burrows, 1952, pp. 60, 61). This
is an important evaluative category for older students who are attempting
to write for the first time; adults in continuing education courses;
high school students without much previous writing instruction; students
who speak English as a second language. For these students, developmental
categories alone, since they are age-based, do not explain their lack of
achievement nor proffer encouragement. For teaching writing, the category
of "beginning student" is crucial.
The value of separating the categories
. In summary, there is a value
in separating and categorizing the items in writing theory and writing
programs because it is a helpful way of understanding and comparing the
different theories and programs. Instead of a diverse list of items
including authenticity, metaphor, judgments, aims, and social writing,
which make it difficult to compare one writing theorist with another,
we now have a simple and loose categorization which makes comparison
possible and selection easier.
Agreements and disagreements in the field
and a selection of expressive elements
Including both expressive and literary aims. Although several of the
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authors reviewed make a clear distinction between expressive and literary
writing, on the one hand, and more objective writing on the other (e.g.,
Kinneavy, Moffett, Emig, and Britton), only Kinneavy distinguishes at
length between expressive and literary writing. However, even without
making a clear distinction between these two aims, the other authors do
stress the importance of one aim or another, or both. Moffett, Bolker,
Britton, Emig, Herrmann and Tabor, Milner, and others stress the impor-
tance of expressive writing; and Moffett, Britton, Herrmann and Tabor,
Lopate, Milner, and others stress the importance of literary writing,
as does Langer (cf. Chapter II).
None of the authors reviewed uses the term "creative writing."
Their reluctance probably stems from the difficulty of defining "creative"
although the term is commonly used in schools, "Creative writing" in
schools often refers both to "literary writing " and to "expressive
writing" in Kinneavy *s terms (Mueller & Reynolds, 1977, pp. 3, 4). Emig
attempts an inclusive label in "reflexive" but this is a term which needs
constant definition. When "creative writing" is used in this study
hereafter, it refers to both expressive and literary writing.
We cannot think of personal expression as taking place only, or
primarily, in expressive writing, or only, or primarily, in literary
v/riting; both expressive and literary aims are important elements to
include in a program which seeks personal expressiveness. Aiming for
the revelation of oneself, the expressive aim (cf. p. 91), is clearly
an important component of personal expressiveness in writing. The letters
diaries, and journals of numerous writers, including Woolf, Gide, George
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Eliot, Faulkner, and others (Emig, 1971, Bibliography), attest to the
felt need of writers who create literary work to also discover themselves
in types of writing where the emphasis is on themselves and not on an
art object. For inexperienced writers of any age, it is often easiest
to begin writing by writing down conversations, or thought made ready
for conversation as in informal journal entries, self-interviews, and
the like (cf, Applegate, 19545 Bouchard, 19765 Britton, 19705 Martin,
1977). Also, anyone who has taught inexperienced writers can attest to
their excitement at putting on a page fragments of their fleeting thoughts
or the words which would ordinarily fly by in conversation, without any
intention of creating a literary work.
Not everyone likes to keep a diary or journal, but those who do,
even intermittently, value the experience, which is not exactly the same
for any two people. For me, it involves evidence of a self. It does not
matter what my thoughts are, how profound or clever or vividly-expressed,
so much as the fact that I do have thoughts, and that they are visible.
The need for evidence of a self may be particularly strong in a society
which praises individuality yet which creates pressures for conformity.
The need for evidence of a self may also be strong in a society which
does not traditionalize the creation of an autobiography through visions
made public, through adequate ritual, or through the telling of dreams,
as certain peoples do (Kroeber & Heizer, 1968, pp. 45-50). The popularity
of the Intensive Journal Workshops sponsored by Dialogue House is more
evidence of the value of expressive writing to many people (Progoff, 1975,
1978).
106
less on the source of the language and the content in him or herself.
Arnheim suggests that art is an image of the world representing
the "total character" of the world and needs to be "separate" from the
rest of the world in order to do that work of reflecting and reflecting
completely (Arnheim, 1954, p. 109). This idea suggests that the art
object, with its boundaries, does this work of separation. It is as if
the artist, by knowing beforehand that s/he can spread his/her thoughts,
feelings, images, etc. outward until they reach the borders of the object
(whether picture, story, etc.), can plunge more forgetfully into the
content than if s/he made constant reference back to life, actuality,
truthfulness in order to know what to create, when to begin, when to
expand, when to stop. This idea is not further explained, but is echoed,
by Maya Deren, the film-maker, when she claims that the documentarist
'’describes his experience of reality. He denies the value of the original,
artificial reality created by the rigours and disciplines of the art instru-
ment" (Deren, 1946, p. 12).
Susanne Langer distinguishes expressive aims, which she calls
"ends," from literary or artistic aims, when she discusses dreams:
A dream is not a work of art, but it follows the same
law; it is not art because it is improvised for purely
self- expressive ends, or for romantic satisfaction, and
has to meet no standards of coherence, organic form, or
more than personal interest .... the whole process really
takes one away from art in the direction of subjectivity
(Langer, 1953, p. 168).
hanger's discussion also includes focusing on an object rather than on
content. Her notion of the earliest history of art begins
with such a
that the earliest art may have begun with a
projection
concern. She suggests
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onto, or at least a concentration upon, an object or a delineated form
or sound. She words it a "mere sense of significance attached to cer-
tain objects, certain forms or sounds" (Langer, 1949, p. 89). In her
opinion, art would begin with awareness of an object and not even with
an awareness of the content projected. Her understanding of present-day
art still includes the importance of a focus on an art object; "An image
is, indeed, a purely virtual 'object.' Its importance lies in the fact
that we do not use it to guide us to something tangible and practical,
but treat it as a complete entity" (1953, p. 48). She talks of "a new
embodiment in purely qualitative, unreal instances" (p. 50) and of pro-
ducing an "essential illusion" (p. 68). All of these concepts stress the
importance of emphasizing the literary object.
Some evidence of the value of writing about the self, and also of
writing with a literary object in mind, has been collected. The value of
both aims is also attested to by failed intentions and by hybrid intentions.
Langer quotes David Daiches as saying that "Joyce, in fact, has given us
one of the few examples in English literature of autobiography success-
fully employed as a mode of fiction" (Langer, 1953, p. 296), and quotes
Edith Wharton's opinion that "the autobiographical gift does not seem
very closely related to that of fiction" (Langer, 1953, p. 296). Langer
attempts an explanation:
The barely fictionalized self-story then bears the marks
of its origin: for the incidents are not consistently
projected into the mode of memory. They are variously
tinged with that modality, depending on whether they
spring from real memory, available records, or invention
filling the gaps of recollection. In the hands of a
true novelist, on the contrary, his own story is entirely
raw material, and the end product entirely fiction (p. 297).
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Virginia Woolf turns the last sentence around and makes a similar point
when she suggests that in the hands of a poor novelist, his own fiction
is entirely raw material, and the end product entirely his own story:
'But why was I bored? Partly because of the dominance of the letter
and the aridity, which, like the giant beech tree, it casts within its
shade" (Woolf, 1929, p. 104). She suggests that a writer may aim for a
work of fiction but produce an expressive work instead. The hybrid forms
and faulty novels suggest the overlapping of aims by writers as well as
the separation of aims by those who try to understand the work. Either
overlapped or separated, two aims--expressive and literary--frequently
arise in discussions of writing and thus both appear to be necessary to
writers.
My own writing experience is more vivid to me than any of the dis-
cussion quoted: my nineteen years of keeping journals, whose intention
is to record a "self," and once was to create a "self," feels like a
radically different experience from writing fiction or poems, during which
my sense of a self is often completely suspended, during which I am "some-
where else"--"in" the story or poem. When my aim is to create a story,
I "come back to" myself after a writing episode and look at the page
which now contains a part of myself--at times a surprising part, in much
the way Skelton and Milner describe it (cf. pp. 49, 105 this study).
The experience of teaching also yields evidence of the value of both
expressive and literary aims. In teaching, one finds certain students
of all ages who most easily write a sentence about themselves, e.g., I
am twenty-five years old," and other students of all ages (but fewei)
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who most easily write something imagined. Granting the interesting
paradoxes which Clayton finds in his teaching: the fact that "true”
statements describing the self are often "fiction" and that "imagined"
stories are often autobiographical (cf. p. 91), still, since different
people tend to different ways, covering both attempts in teaching would
guarantee full writing experiences for more people. A discussion of ex-
pressive and literary aims in writing is applicable not only to private
writing at home but also to writing programs in schools.
Forms or modes in an expressive program . The most basic distinction in
approach to forms is a belief in the direct teaching of literary forms
by explanation, versus a belief in the indirect teaching of literary forms
by means of models. Among authors who espouse the latter, indirect,
teaching of forms are Mearns (1925), Burrows et al. (1952), Thompson
(1972), and Martin (in Zavatsky & Padgett, 1977). Their procedures are
to read prose and poetry to the students but then not to suggest form or
content when it is time to write (Burrows et al , p. 108; Mearns, pp. 35,
36; Thompson, pp. 175, 183; Martin, p. 30). A close look at the indirect
method of teaching forms, however, reveals that there is teaching, even
if there is not assigning. The influence of models can be seen in the
students' responses: Mearns' students write verse because verse is read;
Burrows' students write animal stories because animal stories are read.
Also, the teacher and the students respond aloud with praise (Mearns,
pp. 35, 36; Burrows, pp. 116, 117) which reinforces
aspects of form.
Those who introduce form directly, such as Moffett
(1968b), Herrmann &
Tabor (1974), Applegate (1954), Livingston (1973), and
Lopate (1975)
no
believe in offering forms but not insisting upon them. Because both
groups of teachers do influence, and because both groups are open and
responsive to their students' work, whatever the form, it is difficult
to determine if one group influences students more or less than the
other group. It is difficult to decide upon the relationship of expres-
siveness to the direct or the indirect teaching of forms. And because
every teacher of writing cited reads literature as models, we do not have
an example of someone who does not teach forms at all.
We are still left with the question of the teaching of specific
forms, such as the diaries, journals, letters, etc., which Kinneavy links
with expressive aims, and the metaphors, fictionalizations
,
and dramati-
zations which he links with literary aims. In pages 46-50, Chapter II
this question was discussed in relation to Herrmann and Tabor, and Skelton,
who, along with Moffett, claim that literary forms expand personal expres-
siveness (cf. pp. 49, 50). Based on their discussions, we can say that
the introduction of forms expands personal expression. Especially given
the historical picture which Emig paints, that a form has indeed pervaded
our schools but that the form--the three-, five-, or seven-paragraph
theme--is limited and limiting; then it is a happy circumstance when
diverse forms, modes, and formal elements are introduced. The key to an
expressive program and use of forms lies in the almost simplistic notion
of allowing for individual use of, and response to, the teaching of form,
e.g., allowing the student to go home and write the self-suggested novel
rather than the teacher-suggested essay, as Bolker did (1975, p. 169);
or acknowledging clearly and from the start that different students
have
predilections for different genres, as Hubert does (1976, pp.
12-19).
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There is, however, one formal element which does not neatly fit
into this simple generalization of allowing a student to respond freely,
either positively or negatively: that formal element is rhyme. As was
mentioned on pages 59 and 60, there are teachers who teach rhyme (Living-
ston and Skelton) and those who omit it (Herrmann & Tabor, and Lopate)
.
Thompson considers it limiting (see p. 66 this study), and Clayton agrees
(note 2). Applegate's middle road seems reasonable: not to teach rhyme
except with examples read, but not to eschew it because of children 's--
people' s?--love of rhyme. As a teacher I look for poetry which does not
rhyme to read to students, for fear of the boring verse which students
bring in when they attempt rhyme. But I do not avoid it completely
because of what Borges wrote in "The Secret Miracle": his character
"felt the verse form to be essential because it makes it impossible for
the spectator to lose sight of irreality, one of art's requisites"
(Borges, 1962, pp. 90, 91). The enduring street rhymes of children (cf.
Schwartz, 1953, and several other collections) attests to the power and
pertinence of rhyme in children's lives. Applegate (1954) considers
rhyme a natural development in children's writing (p. 11) but will not
teach it directly (p. 89). She will teach it only when a student uses
it in response to a model.
The direct teaching of forms is consistent with expressiveness if
a student's individual response is encouraged, with the exception
of the
teaching of rhyme, the use of which should be cautious. A second
question
is, which forms? Any? All? Some more than others?
Livingston intro-
duces more poetic forms than either lopate or Herrmann
and Tabor (p. 59,
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Chapter II); however, the forms of Lopate and Herrmann and Tabor are
closer to the lives of their students, i.e., are more authentic, than
many of Livingston's. Dreams, fantasies, projection into objects and
anxmals, journals, and eavesdropping are closer to the lives of students
than the abstractly rhymed stanzas or haikus which Livingston stresses
(cf. Chapter II). Introducing authenticity as a measurement of the
appropriateness of forms can be suggested here. For example, a develop-
mental assessment of a student may yield the prescription to stress narra-
tion rather than exposition with that student. But that assessment can
only be rough: see what the student tends to write; introduce exposition
and check the response. For another example, an authentic handling of
dialogue for one student will be to imagine it; for another student, to
lift it out of conversation.
It is apropos here to mention the teaching of "genre" which Karen
Hubert describes as major story families--adventure, romance, mystery,
and horror (Hubert, 1976, p, 15). Hubert convincingly describes the
scope and depth of personal experience which genre deals with, e.g. un-
conscious feelings of fear and inadequacy, in tales of horror; a sense
of purpose and superiority, in adventure stories; a need to ferret out
secrets and still survive, in mystery stories; and moving closer to and
separating from people, as in romances (Bouchard, in press). It may be
essential that the depth of feeling channeled by genres, and expanded
by its conventions, be included in a writing program. Hubert makes a
compelling case for that inclusion.
Expressive forms in the teaching of writing can be summarized by
describing them as any forms the student responds to and uses in an
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authentic manner. Rhyme should be used more cautiously and genre more
extensively than some writing teachers might suppose.
Processes of thinking and feeling
. Processes of thinking and feeling
have already been discussed in Chapter II (particularly pp. 51,
54-58) and in Chapter III (pp. 93-96) ^ especially the differing
opinions on metaphorical thinking and discursive thinking, feeling and
deep feeling, fictionalizing, and stream of consciousness writing.
Each of the processes discussed has one or more strong adherents and one
or more theorists who doubt its centrality or importance to a writing
program. Both the inclusion and the exclusion of these processes by
other authors speak for the value of an eclectic approach to offering
these processes, but also of the value of allowing individual responses,
including avoidance, to each offering. For example, Herrmann and Tabor
make a convincing case for teaching metaphor (see Chapter II) as do other
authors (Gordon, 1973) : they say that metaphorical thinking is a liberat-
ing experience, central to much poetry and prose. However, if a success-
ful poet and teacher such as Livingston can be lukewarm in her liking of
metaphor (Livingston, 1973, pp. 127, 128) and can decide not to teach it
(pp. 131, 132), then there is reason to accept a student's not using it:
surely Livingston must represent other people who also do not have a
metaphorical bent.
The same eclecticism in offerings can be argued for discursive
thinking, which is perhaps in some ways the opposite of metaphorical
thinking, in the dictionary sense of "passing from one topic
to another"
and ’’marked by analytical reasoning" (Merriam Webster, 1969),
i.e..
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linear and analytical thinking. It is reasonable to assume that the student
who avoids metaphorical thinking may excel at discursive thinking (and
vice-versa). Based on experience with non-writing adults, I suggest that
an expressive writing course for such adults begin with expressive or
discursive, but not literary, writing because sometimes people need to
write about feelings and about the self before they can attempt to capture
feelings or self in metaphor, imagery, cT rhythm (Bouchard, 1977). (This
is using dis curs iv's thinking for expressive aims.)
Authenticity may be an elusive process to define but can be generally
described as a process of referring to and expressing one’s real experi-
ence. (See pages 44 and 56
,
Chapter II, for discussion.) June Jordan
calls it "saying the person"; "If I write a poem organizing what I know
so that my individuality, my special I-Am, has been spoken as exactly as
I can speak, then that poem is saying the person" (Jordan, 1970, p. 83).
The emphasis here is on the individual’s judgment of what he or she has
written-- is this as exactly as I can speak? However, a paradox lies in
the fact that readers do judge-- correctly or incorrectly-- the authenticity
of another’s writing. June Jordan’s definition comprises her introduction
to a fourteen-poem selection of a poetry anthology. It is an unprovable
"sense" of authenticity we seek to foster (see p. 64) with the belief
that this reveals a real authenticity.
It is important to note that the process of fictionalizing does
not exclude or contradict authentic writing: certainly, some people s
most personal, or intense, or salient experiences can best be expressed
through made-up situations, plots, settings, or characters. And
recall
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here the discussion about even the most truthful writing turning out
to be fiction (see p, 95). Fictionalizing is an important process to
explore in a creative writing program because for some people (see
Bolker's example, 1975, p. 169) it is their primary process of expression.
For younger children's programs, the process is a must (Moffett, 1968b,
pp. 49, 50; Pitcher & Prelinger, 1963, p. 28). Also, if Langer is
correct that illusion is an essential ingredient of works of art (see
p. 76 ), then it is necessary to introduce the notion of fiction as applying
to any discrete work which a student aims to make literary. As previously
discussed (pp. 77, 78), this is dealing with fiction as a form, but the
notion may well influence the process of writing. Whether particular
children or adults lean more to true-to-life narratives and others more
to fictionalized narratives is something teachers of writing need to
become aware of, in order to make the most of each student's tendency
and also to introduce new ways of thought. It is important to distinguish
between a narrative bent and a fictionalizing bent because some people
are decidedly literal and unaccustomed to fiction (see Walsh,
1961, on the young Mencken, pp. 169-182).
The writing elicited by Herrmann and Tabor and by Lopate was more
interesting and was "fresher" than that elicited by Livingston (see p.
63 ) j and one reason why is the emphasis, as they teach,
on feeling, by
Herrmann and Tabor and by Lopate. Indeed, if Langer is correct that art
represents the "forms symbolic of human feeling" (1953, p. 40), then
feeling is an essential ingredient of literary writing and therefore
of
expressive programs. It is not possible to attempt a definition
of
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feeling here, but it is also not necessary, because it is possible to
point out programs which remind students to aim for feeling and it is
possible to point out work which "conveys" feeling (see page 75 ) without
going into Langer's difficult search for an understanding of "embodiment"
(see p. 75). There are a couple of cares to be taken with regard to
feeling. One is to remember that certain students need much warming-up
and more accessible, surface writing before they can handle feeling
(Bouchard, 1977). Also, even after warm-ups and introductions, not
all students deal with feelings. Herrmann and Tabor, Emig, as well as
Liam Hudson, the psychologist, caution that not every student is interested
in or capable of writing with or about feeling, and therefore that dif-
ferences in response should also be stressed. Hudson complicates the
issue productively by asserting that many scientific, seemingly unemotional,
people are deeply emotional but work in a field which does not handle
emotions; and that many artistic, seemingly emotional, people actually
use their feelings to hide deeper feelings: that they use their feelings
as masks (1966, p. 91).
The process of stream of consciousness writing, or "free" writing,
as several books term it, is not agreed upon by several authors reviewed
(see pp. 5 I and 62 for discussion). It is entirely possible to teach
expressive writing well without including free writing, but on the other
hand it is a tool valuable enough to recommend. It is interesting to
note that most of the newer programs do recommend the process, as
if
the process which was developed in the field of psychoanalysis
slowly
infused another verbal field. It is also interesting to note
the varying
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language for the process: free-association
,
stream of consciousness
(Herrmann & Tabor, see p. 42); free writing (J. Brown et al., 1977;
Elbow, 1973; Macrorie, 1976); spontaneous monologue (Herrmann & Tabor,
1974, p. 12); flow (Clayton, note 3; Lopate, 1975, p. 58); subvocal
speech (Lopate, 1975, p. 58); fluency (Herrmann & Tabor, p. 186); and
improvisation (Brainerd, 1971). This varying language might well indi-
cate different descriptions of the general process, but it is unnecessary
to make fine distinctions, only to recommend the approach. The emphasis
is on unplanned, flowing language. It is possible also to provide a
general direction to unplanned and flowing language, e.g., "Write about
action" (much as Herrmann & Tabor do, see p. 47, Chapter II) and still
be asking for free writing. Again it is important to accept a student's
lack of ability with free writing because of the anxiety some authors
report (see p. 59).
The authors who stress the different processes of thinking and
feeling, such as Herrmann and Tabor, Lopate, and Skelton, elicit the
most interesting work from students. Livingston, who does not stress
processes, elicits less interesting work. It is valuable to stress all
the processes mentioned.
Qualities . The three qualities of writing most discussed and approved
by the several authors reviewed are authenticity (see pp. 43, 45, 55,
56, 120, 12l, 122); individuality (pp. 43, 44; Livingston,
1973, p. 236;
Burrows, 1952, p. 115; Mearns, 1925, p. 11; Bolker, 1975, p.
63); and
feeling (pp. 55, 64, 120, 128). Herrmann and Tabor
make a strong case
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for including vividness and fluency among qualities to value (p. 44).
Not included in the discussions of the authors reviewed are the qualities
of clarity, coherence, and logic, no doubt because these qualities are
more connected to reference and persuasive discourse, which are not
covered here.
Several of these elements warrant discussion. Let us start with
the absent qualities, clarity, coherence, and logic, which are most
appropriate to reference and persuasive discourse. Although Livingston
pleads for clarity as communicability (1973, p. 81), a case can be made
for the eventual triumphs of obscurity or cf seeming obscurity (see
Richards, 1949, Qiapter 28). However, "logic” and especially "coherence"
suggest a related quality, that of "development," which, like logic and
coherence, also applies to aspects of a piece and how the aspects fit
together with each other. This quality means developing a piece rather
than leaving content or treatment skimpy; it means "pushing" something
or bringing it further along. We can use Langer's language of "articulated
forms" and the "wholly articulated symbol" which "must be clearly given
and understood before it can convey any import” (Langer, 1953, p. 59)
for our term, "full articulation" or "development." Although "development"
can be seen in student work as well as in professional work, this is not
a quality to expect in beginning work, whatever the age of the student:
this is an item for experience and revision, and is a long-range goal,
at least in verbal work.
"Vividness,” "vitality,” "effectiveness," "power," and "strength"
are qualities similar to each other and also related to "full articulation
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or development.” That is, if a piece is fully articulated, it will
probably have "strength,” or, in Langer's term, "import.” However,
that is not a necessary connection: one can imagine a piece with many
boring ideas fully developed. The group of five terms also relate sep-
arately, without the idea of "development," to small aspects of a piece
such as a sentence, an image, a metaphor, a simile, a rhythm, a beat.
(Some metaphors can be developed or extended, but not many, and few of
them should be.) It is important to be able to discuss the quality of
small aspects of a piece.
The question remains, are "vividness" and related qualities impor-
tant in a creative writing program? We have come across this question
before (p. 49) in the discussion of Herrmann and Tabor's work and of the
value to people of literary qualities, which "vividness” and "vitality"
exemplify. Another way of asking the question is to wonder whether plain,
prosaic, and weak sentences or images are as valuable to a person, and
are as expressive of that person, as vivid, vital, and powerful sentences
and images are to that person or to another person. Is one person's
language experience chart another person's poem? Tlie question(--the
role of art in a person's life) is essentially unanswerable at this
time; however, a tentative position is to teach, encourage, and look
for literary qualities such as vividness, but not to insist upon them,
not to tax any student beyond his or her abilities. This position does
not cheat a student. That is, if learning to write vivid imagery means
learning to experience one's senses more vividly, and if that is possible
for a particular student, then the experience should be offered. If it
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is either not meaningful or not possible for a particular student,
then the teaching will be ignored.
Encouraging the quality of "feeling" in a piece is less controversial
and less arbitrary. The previous discussions in this study (namely, on
pages 35, 55, 64, 79) do not require repeating here except the ideas that
feelings are part of everyone's living (except the most repressed among
us), that they may require hard work to stay with and to verbalize, and
that of all the aspects of a total writing program of a school, expres-
sive and literary writing are the kinds eminently suited to the expression
of feelings.
In the same manner, the previous discussions of the quality of
"authenticity" do not need repeating (see p. 117 for references). The
quality of authenticity in writing may affect vividness, feeling, indi-
viduality, and development, i.e., all the other qualities. Looking for
"what sounds most like them,” is something all students can aim for and
search for. "Sounding like yourself," however, need not mean to record
actual events in one's life, unless "event" is taken to mean a psychic
or mental or emotional event as well as a spatial or physical one. As
Robin Skelton puts it, "A man's (sic) poems do not constitute his self-
portrait or his autobiography; they constitute his discoveries" (Skelton,
1971, p. 11).
A discussion of the quality of "individuality" comes next, after
the related "authenticity," and it is valuable to recall that Herrmann
and Tabor chose to value "individuality" over authenticity (see p. 45).
They are saying that, taken as a whole, each student's work was indeed
121
individual--unlike any other student's work— and that to ask more,
e.g., to ask the student to try to sound more like him-or herself than
s/he already did, might well be inhibiting or "even counter productive"
(p. 45). Their position is a good caution to keep in mind; it also makes
the point that "individuality" is an easily-achievable quality, if we
define "individuality" as not sounding exactly like someone else.
To discuss this, first let us use "authenticity" in this study as
generally "sounding like yourself" with the connotation of finding one's
own voice, of conveying more and more of yourself in your writing. Let
us use "individuality" as "not sounding exactly like someone else"“-witb
a comparison implied: is what you write similar to what other people
write? This distinction is suggested by Webster's (1953) which claims
that "authentic" is derived from a Greek root meaning "genuine” and "one
who does things himself"; while "individual," from the Latin, suggests a
"separate person.” "Uniqueness" can refer to the quality of being very
unlike any other person, most singular. "Original” we shall best leave
for a longer-range perspective involving the medium one works in, and
one's contribution to its history. This is contrary to the position of
Petty and Bowen (1967) who term "original" a combination of individual
and "novel" (see p. 9). The definitions for this study are based on
Skelton's. He describes "a position he feels to be, if not unique, at
least individual. .. .His poem is, after all, only truly original if it
adds to, or develops in some way the total achievement of the poetry
of
a particular kind" (Skelton, 1971, p. 127). Kinneavy (1971, pp. 396,
404) and Lopate (1975, pp. 234, 235) use the concepts similarly.
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A quick search for individuality in two similar children's poems
will establish it as an accessible quality. The poems are from Burrows
et al. (1952, pp. 160, 167) and are similar in length, in their begin-
nings, and in their themes: child/music/parent
:
Me
When my mother plays on the piano
Her fingers dance like fairies
In the summer on the grass
Or like fireflies dancing at night.
But when I try to play
I put my fingers down on the keys
And the piano goes
Thump
,
bang
,
thump
,
ping
.
It's like a giant stamping all over the land
(Burrows, 1952, p. 160).
Orchestra
When I blow the bugle
It's such a funny noise
And when I blow it for my father
He laughs at me.
And then when I grew up
I was in a big orchestra
And my father came to watch me
And he DIDN'T laugh
(Burrows, p. 167).
The first poem is built upon similes, three of them related to each
other ("fairies" and "fireflies" to "giant," "dancing" to "stamping,"
"grass" to "land"). The poem is honest and poignant. The second poem,
while also honest and poignant, contains no comparisons. It contains
"and"s, "when"s
,
and "laugh"s in repetitive pattern, and action and
feeling instead of observation and fantasy. The pieces are thus quite
individual
.
Although the search for "authenticity"— or the search for one's own
voice on the page““remains a most important quality, "individuality.
123
.
or the quality in a piece of being different from someone else's piece,
is a valuable quality to encourage in a writing program. It is not less
valuable for its achievability
. In fact, it is probably gratifying and
thus encouraging for a beginning writer to realize that he or she already
creates pieces which only he or she could create. Pointing out the
individual quality of students' work seems, in fact, the way to begin
guiding a student toward greater and greater authenticity and his/her
own voice. "Uniqueness," with its connotation «)f great singularity,
seems difficult to obtain in the beginning stages of writing and better
left for later stages (see discussion re: Macrorie, pp. 162-167 ).
"Originality,” which we define in terms of professional writing and an
historical sense of contribution, should be left as only a self-chosen
goal for a few students.
"Fluency," the last quality to discuss, is more salient as a process
(see pp. 116, 117) than as a quality. Some wordy and flowing language
makes for very good writing (see the Dostoevsky sample, p. 86, as an
example) but fluency is an inappropriate quality with which to measure
a poem by Wallace Stevens (--"He is not here, the old sun, /As absent as
if we were asleep" is a stanza. Quoted in Carruth, 1970, p. 38.)
Where there is fluency in a piece of writing it may constitute much of
the strength of that writing, but where fluency as a quality is absent,
there may well still be strength.
Audience . All the theorists and teachers of writing described in
pages
98 and 99 consider the audience a pertinent concept to a
writing pro-
gram, and all make a strong case for distinguishing and
also changing
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These questions relate to Kinneavy's definition of expressive aims and
are therefore one of the essential aspects of evaluating expressive
vnriting. Also, the questions are the beginning of, and perhaps an
essence of, a student- centered vnriting program. A related aspect of this
kind of evaluation is the keeping of folders, and the looking at indi-
vidual sequences of work, to study emerging or revealed patterns, as
Herrmann and Tabor's entire dissertation describes. (See discussion of
autonomy and self-evaluation as part of open education, p. 141 ),
The making of literary evaluations (e.g., is this story complete?
are all the parts of that poem developed? etc.) here means helping a
work to stand on its own. The previous discussion, which would be repeti-
tious here, leads to a position that literary evaluations are important
to a person's ability to express his or her self (see pp. 100, 101;
103-109 on aims). It will be noticed that one of the qualities previously
discussed, namely, fullness of development, is repeated here. It is one
thing to teach and encourage this quality, and another to use it as an
evaluation standard. Here, fullness of articulation, or completeness, is
an over-all quality which applies to a whole piece of work, and which is
generally applicable to any piece which a writer wants to stand on its
own. Other qualities which are intermittently applicable are vividness,
feeling, etc. Descriptive standards for any quality can be devised for
any kind of writing, and made suitable for any age- or experience- level
(Adler, 1971).
Another kind of evaluation, laid over personal and literary evalua-
tions, is whether a student is a beginning or experienced writer. A
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teacher s evaluation of literary quality in a beginning writer will be
quite different from that in an experienced writer. This is a crucial
distinction to make for a writing program which attempts to foster
personal expressiveness. One is reminded here of the Newsweek article
quoted in Chapter I. If we say to a high school or even a college fresh-
inan that "At some point you have to stop a kid, tell him that that
string of epithets masquerading as a poem was garbage twenty years ago
and it's garbage now" (Sheils, 1976, p. 65) (and see p. 16), then that
freshman may well stop writing. "Coddling," some people will say. But
if our goal is personal expressiveness, then it is not. However, the
same criticism, phrased more sensitively, may well be important to a
college senior with writing experience and literary aspirations. At
what age to begin applying negative criticism to students* work is a
delicate question that each teacher needs to answer for him- or herself
based upon experience with actual students. Mearns (1927) criticizes
cliches in poetry freely with high school seniors and seems cautious
before that year (p. 12). Mearns also gives us an example of criticism
sensitively phrased:
We tried to show why in given cases the feeling of the
poet did or did not become the feeling of the reader,
an understandable criterion and one from which it was
possible to begin (p. 26).
The assessment of strengths is this author's general rule, with the
teacher acting as a supportive evaluator (see p. 14l ).
Another kind of evaluation of both student writing, and teacher
aspirations for the writing, is to make a developmental assessment of
This helps in the devising of assignments. It helpsone's students.
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to know that some very young children may not tell a story in the past
tense (Langer, 1953, p. 26; Pitcher & Prelinger, 1963, pp. 36, 37, 104,
112); that adolescents may be preoccupied with themes of identity (Bolker,
1975, p. 109; Herrmann & Tabor, 1974, Chapters 3, 4, 5); that some high
school students may not grasp the logical relations of an essay well
enough to abstract the argument (Adler, 1976).
Both personal and literary evaluations, then, are crucial to personal
expressiveness, and both developmental and experience-based evaluations
are important overlays. Evaluation is a tool of teaching and learning.
Assessment of strengths, and not negative critic..sm, is the most helpful
kind of evaluation.
Summary of expressive elements of writing
. This summary reviews and
refers to this chapter's discussion of expressive elements of writing,
pages 103-127 . Both expressive and literary aims, i.e., writing for
oneself and in order to create a literary object, are important to include
in a program geared to expressing the person and the self. (Reference
and persuasive aims have been omitted from this study because they are
not generally included in creative writing programs, which are the focus
of this study; they are part of expository writing programs.)
All forms and modes are potentially important to the expression of
self, and which forms are or are not important need to be judged by each
student individually. Rhyme is to be introduced cautiously, as well
as abstract poetic forms such as sonnets, ballads, and haikus. All
other forms and modes, such as repetitions, narratives, dialogues,
arguments, etc., are potentially more authentic, or closer to student
lives
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The differing processes of thinking and feeling are all potentially
important to expressions of self and should be introduced in classrooms.
Stream of consciousness writing is a relatively new technique for class-
rooms and is valuable. It can be used for any kind of writing--exposi-
tory, personal, literary. Metaphorical thinking, fictionalizing, and
writing from feelings are important dimensions for writing that attempts
a full expression of a person.
It is helpful to encourage a variety of different qualities in
writing which attempts to express the person. Authenticity is salient.
Individuality is a more helpful quality for people to strive for than
either uniqueness or originality. Feeling and vividness are often help-
ful. And fullness of articulation is a valuable goal.
Writing for a variety of audiences, namely, oneself, peers, adults
including teachers, and anonymous readers, expands one's writing experi-
ence, Writing only for a teacher (especially a teacher who examines or
corrects) does not adequately allow for personal expression.
In traditional expository writing, in school settings, almost
everything is evaluated for ranking, either by grades or descriptive
levels. For expressive writing, those descriptive standards which do
help one revise and improve the qualities of writing are surrounded by
other ideas: one's personal satisfaction, sense of expression, and
sense of insight; one's notion of one's experience and aspirations (e.g.,
am I a beginning poet just learning to verbalize a metaphor? am I a
seasoned prose writer ready to improve the rhythm of the paragraph?)
,
and one's notion of age (-shall I attempt an essay on justice or shall
I narrate my encounter with the law?).
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a teaching program, such as goals of a program, format and structure,
content, and evaluation. Whereas in the previous section of this
chapter, the choice of elements of writing constituted a description of
personally expressive writing in schools, here the choice of pedagogical
elements, which relate to the writing elements, shall constitute a
broad description or outline of a personally expressive writing program.
A "personally expressive" program could be shortened to "creative,"
in schools' parlance, or to "reflexive," in Eraig's. My discussion of
writing and pedagogical elements constitute the rationale.
Goals of a program--teachers
' ,
students'.
1. To help people feel confident and at ease with writing. To help
people to a "fluency" and "proficiency" (Herrmann & Tabor, 1971, p. 11).
To help people feel pleasure at writing.
Most students would probably agree with confidence, ease, fluency
(or flow) and proficiency with writing are a part of, and a sign of,
their ability to express themselves. It also follows that the teaching
of writing as a pleasure goes along with the teaching of writing as an
attempt to express or define oneself, to be measured by a sense of satis-
faction. However, it is also conceivable that some people express than-
selves in writing having none of the above attributes, but oppositely,
squeeze words out painfully. Fluency, ease, etc., are valid goals for
teachers to attempt to guide, but should not be insisted upon. Students
will, at some point, have to evaluate it for themselves,
2. To encourage the search for one's individual voice and 'personal
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idioms” (Hennmann & Tabor, p. 10) --”a distinctive personal style of
expression" which the student feels "belongs” to him or her (Bolker,
1975, p. 63).
This goal reflects the search for authenticity and individuality
and also corresponds to the adoption and adaptation of Kinneavy's dis-
tinguishing of a personally expressive aim in writing. The search for
one’s individual voice needs to be distinguished as a goal from that of
a program whose goal is to echo famous writers and master their voices.
However, such echoing and patterning may well be a means to the expressive
goal of finding one's own voice.
3. To help students to write about personally relevant material of
various kinds- -matters that concern them, past events of importance,
family and neighborhood experiences, wishes, hopes, dreams, fantasies,
etc. (Herrmann & Tabor, p. 10).
4. To find ways to accommodate students of different ability levels,
interests, backgrounds, and temperaments” (Herrmann & Tabor, p. 9),
and to promote "mutual understanding" among diverse members of the
group (p. 12).
"To encourage cooperative, rather than competitive work, in order
to diminish personal isolation and work anxiety, and to promote
peers
and self as sources and discoverers of knowledge, ideas, and
questions,
as well as catalysts for each other" (Bolker, 1975, p. 63).
According to the discussion of the roles of differing
audiences,
personal expressiveness is not possible without a
diverse group as
132
.
context, support, stimuli, and respondents. Both Peter Elbow's descrip-
tion of the teacher joining the group as a peer (Elbow, 1973, Chapter
Four), and Robert Parker’s distinction between the ’’teacher as partner
in dialogue” and the ’’teacher as examiner” (p. 99 ) suggest an expansion
of the peer group to include the teacher. The notion of ’’cooperative,
rather than competitive work” could profitably apply to the relationship
between teacher and student.
5. To try out different aims and forms of writing, different processes
of thinking and feeling, as well as different qualities; and to try
writing for varying audiences.
It is necessary for a teacher to introduce a diversity of elements.
Because individual students flourish with varying elements (as Herrmann
& Tabor, Bolker, Lopate, and others have shown), and because all of the
aims, modes, processes, and qualities discussed are potentially important
for expressions of self (as this chapter has shown)
,
it is important for
a teacher to introduce a wide variety of elements. However, a teacher
should also help students to assess individual stronger and weaker re-
sponses to different elements. Students, also, must make assessments
for themselves.
6. To encourage people to take charge of their own learning (Bolker,
p, 63), to help students ’’write for their own purposes, whatever they
might be” (Herrmann & Tabor, p. 10). A’feustained involvement” (Brainerd,
1971, p. 103) with their work may be part of this autonomy.
This goal is most important to personal expressiveness because it
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bridges the distance between teacher goals and student goals, and per-
sonal expressiveness is not possible unless students know what they
want to write, write it, and evaluate it for their own uses. This
requires "some degree of self-awareness of their own values"--one of
Herrmann & Tabor's goals (p. 11). The beginning of this endeavor is to
keep writing exercises open-ended and to help students adapt the exer-
cises for their own purposes, as Herrmann and Tabor stress. Also, en-
couraging work at home is part of this.
Format and Structure
.
1. Using group processes for stimulating writing as well as responding
to the writing: group discussions, ideas from the group, preparing pub-
lications and displays, large- and small-group arrangements, including
pairs.
This ensures that students' writing does not relate only to cur-
riculum or teacher stimuli. If, as Gendlin and Moffett claim, differing
audiences elicit differing symbolizations, then a wide range of writing
should be stimulated by including peers in group processes. Also, group
dynamics in a classroom constitute an actual world, and writing in
response to that world is a good route to authentic and personally rele-
vant writing.
2. Helping students to vary the audience for their work, so that peers
are not the only audiences. Examples: (a) Letters to friends narrow
and focus the peer group. (b) Mearns' "poetry drawer" or Herrmann and
Tabor's "do not print" option--or writing only for the teacher's eyes--
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allows different expressions, (c) Keeping a personal diary encourages
the self as an audience, (d) Work for Inclusion In booklets develops
a sense of writing for a somewhat anonymous audience.
3. Sequence for writing. Making conscious Emig's notion of a sequence
including (a) pre-writing (choosing a subject or theme or tone, etc.)
(done by teacher or student); (b) planning some writing; (c) actually
writing— starting, stopping, and (d) reformulation (Emig's word, which
suggests rethinking as revision).
Students may use the consciousness of the sequence to take more upon
themselves: to wonder about what to write instead of passively waiting
for an assignment; to think of ways to redo a whole piece, etc. Thus,
making this sequence conscious is valuable because then students may more
easily do some of the work at home.
4. Sequences for sharing writing. Sequences can vary: writing at home
and sharing in class; writing and sharing in class, in the same day;
having writing days and sharing days (Herrmann & Tabor, p. 22), etc.
Consciousness of these possibilities is particularly helpful for
students who need different formats. Herrmann and Tabor report on
a student who could not write in class and they therefore left people
free to write in class or out (p. 22). Personal expression for this
student was dependent upon accommodating him.
5. Varying the presentation of the curriculum, e.g., leading writing
exercises, or reading examples of literature as models and stimuli, or
reading only student work as models. These different ways expand personal
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(a) the aim of expressive writing will often be evaluated by
success of self-expression, personal satisfaction, achievement of in-
sight;
(b) the aim of literary writing will often be evaluation by the
value, completeness, or excellence of a piece (in the belief that such
excellence expands one's capacity for literary experience and also
develops the artistic self, cf. discussion of Skelton, p. 50 )
.
In order to help students to take charge of their own learning
(goal number 6), a language of personal evaluation should be taught, e.g.,
(a) Did I enjoy writing this?
(b) Did it teach me something about myself?
(c) Is this what I wanted to do?
(d) Do I like it?
(e) What do I particularly like?
(f) Do I want to change it?
(g) How do I want to change it?
2. Evaluation by type of writing- -form, mode, etc. --helps the writer to
better understand what he or she attempted to do, partly succeeded
at,
partly failed at, etc. That is, is the piece a statement about
myself,
for example? a story? a poem? a prose poem? an essay? etc.
Evaluation
by type of piece can sometimes be tricky because there are
two questions
which identify it: what did I start out to do? what is
the piece most
like?
3. Revision is indicated by the "language of
personal evaluation.
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above, and requires special mention. As Emig's data indicated, a student
felt personally remote from the revision process she was taught at school
because her thinking was not dealt with, but only small, technical matters
were (p. 68; p. 34 this paper). Revision which is related to personal
expressiveness should be a major matter involving rethinking and refeeling
a piece, relating it to intentions, etc. Emig's word "reformulation"
suggests that large concern. And when revision is being done, Emig's
suggestion to evaluate the tasks as either major or minor ones (p.34 )
is important. Surely, personal expressiveness is more a matter of aim,
development, vividness, feeling, individuality, etc., than of spelling,
punctuation, and capitalizations,
B, Sequence
To paraphrase both Brainerd (1971, p. 103) and Herrmann and Tabor
(1974, p. 25), looking at a student's development over a long period of
time is more useful than evaluating that student in terms of his or her
peers. Personal expressiveness is better served by sequential evaluation
than by comparisons.
Folders of work are important for this purpose. A teacher can help
a student assess his or her own purposes for writing, as evidenced by
the pieces, by the themes and forms, and also by the improvement over
time.
The following is an abbreviated summary of these pedagogical
elements.
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Goals: Teachers*; Students*
1. Confidence, ease. Fluency, proficiency. Pleasure with writing.
2. Individual voice, personal idiom and style. Authenticity,
individuality.
3. Personally relevant content.
4. Mutual understanding of diverse people.
The group as context, support, stimuli, respondents.
5. Experimenting with different aims, forms, processes, qualities,
audiences
.
6. Writing for one's own purposes. Sustained involvement.
Format and Structure
1. Group processes for stimulating and responding to writing:
discussions, publications and displays, small-group arrangements.
2. Varying audience: letters, teacher only, diary, publications.
3. Sequence: choosing, planning, writing, revising. Making
sequence conscious.
4. Sequences for writing and sharing: alternating places, hours,
days, etc.
5. Presentation of curriculum: exercises, models (professional
and student)
.
6. Praise and criticism: tone.
Content
Assignments, exercises, directions, suggestions.
1. Offering a wide variety of aims, forms, audiences, and processes.
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As offerings, not requirements.
2. Keeping close to students' concerns, or open-ended.
Content suggested by students,
3. Expanding content through established literature.
Evaluation
A. Piece by piece
1.
Evaluation by aim,
(a) personal satisfaction or insight (expressive writing)
(b) value, completeness, excellence of a piece (literary)
Language:
(a) Did I enjoy writing this?
(b) Did it teach me something about myself?
(c) Is this what I wanted to do?
(d) Do I like it?
(e) What do I like?
(f) Do I want to change it?
(g) How?
2. Evaluation by type--what kind of piece is it?
(What did it start out as? What is it?)
3. Revision as reformulation
Major: aimj development, formj vividness, feeling,
individuality, authenticity; audience.
Minor: spelling, punctuation, capitalization.
B, Sequence
Themes, forms, improvement.
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Expressive elements and open education
Creative writing programs which seek personal expressiveness include
much of the pedagogy we associate with open education. This pedagogy
includes such practices as fostering an accepting climate in which groups
build relationships of openness and trust so that group learning can take
place and so that group support for the individual occurs. In creative
writing j as in open education, the teacher plays the role of initiator,
guide, and supportive evaluator, encouraging this group and individual
learning. The teacher devises folders and other means of diagnosis and
record-keeping for individualized, long-range evaluation. The teacher
instructs each student in the procedures and the attitudes for self-
evaluation. The teacher introduces many experiences to the group as a
whole, but encourages individual responses to general material. That
is, the teacher believes that students can make intelligent choices about
their own learning and in fact that individuals learn in unpredicted ways
at their own rate. These personal styles are valued, as are individual
interests and feelings. Direct and active experience is encouraged as
is sustained involvement with work. Autonomy is a goal and self-evaluation
is a path to that goal (Brainerd, 1971, pp. 104-114).
In summary, this study is not constructing a creative writing pro-
gram nor analyzing elements of teaching with the same attempt at complete-
ness with which it analyzed elements of writing. However, it has sum-
marized the literature for various program elenents; reworded elements
of writing into elements of teaching in order to point the way toward
CHAPTER IV
PROGRAM ANALYSIS
Chapter IV uses the elements of writing and of pedagogy developed
in the previous chapter to analyze five published programs which osten-
sibly include personal expressiveness. These programs are by Petty and
Bowen (1967), Teachers & Writers, Inc. (1967 to present), Synectics, Inc.
(1967, 1968), Macrorie (1976), and Moffett (1973). Using this analysis,
the chapter concludes with a list of programs and a bibliography recom-
mended for pre-school education through high school.
Slithery Snakes...
Slithery Snakes And Other Aids To Children* s Writing (Petty & Bowen,
1967) is a well-known elementary school program in a handy ninety-nine
page paperback. It was published the same year that Herbert Kohl founded
Teachers & Writers Magazine and that John Dixon published his book on the
Dartmouth Conference on the teaching of English (Dixon, 1967). The pro-
gram is representative of the renewed interest in personally expressive
writing v,;hich began in the middle sixties. Petty and Bowen write with a
sense of message, appreciated by this author, to loosen-up and to allow
children freedom, e.g. , *'As a child a person is often at his creative
peak..." (p. 3). The authors encourage the teaching of skills only as
needed; they stress the importance of motivation (p. 6); they urge teachers
not to insist on recopying (p. 80); they urge teachers to use grades to
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praise improvement and not to inhibit (p. 90); they urge teachers to
individualize your instruction" and not to obsessively complete "every
activity listed in a textbook or a curriculum guide" (p. 13).
The program meets very many of the criteria for a personally ex-
pressive program. Although the authors claim that originality is "the
essence of creative writing" (p. 4) but do not explain what they mean,
they do include authenticity as a goal even if it is not isolated and
emphasized apart from originality: "If the writing is truly the indi-
vidual s, if it snows a flash of something beyond the commonplace, it is
creative’ (p. 4). Petty and Bowen encourage confidence as a goal (pp. 82,
90), and experimentation with a wide diversity of forms including fiction
(Chapters 4 and 5), as well as the use of the group for stimulation and
response (pp. 15, 77, 78, 93ff.). They imply but do not articulate the
importance of relevant material and writing for one's own purposes. In
their format and structure the authors do vary the audience for student
work (p. 15), do concern themselves with praise and criticism (p. 82), do
vary their presentation of curriculum with both assignments and the use of
models from established literature (p. 89) and are sensitive to the possi-
bility that these models may inhibit some children (p. 89), The program
is careful and well thought out regarding evaluation. The authors stress
the evaluation of the teaching program and not merely the evaluation of
student work, and they look at work over two or three years and not two
or three months (p. 90). They stress the teaching of methods of self-
appraisal, and the importance of students evaluating their own work
(pp. 85, 86). (This comes close to, but is not the same thing as.
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helping students to evaluate for their ovm purposes. For the latter,
the question "Is this important to me?" must be raised. The program does
not raise that question.) The authors stress a differing evaluation de-
pendent upon type and aim of writing, e.g., for "just to be writing"
(p. 86) or for poetry or letters (p. 87).
The content or assignments in Slithery Snakes requires discussion be-
cause not all processes and qualities are represented. However, the ex-
pansion of content through literary models is carefully explored. The
authors, clearly experienced teachers, understand the importance of
students writing about things that interest them. The authors suggest
taking "advantage of spontaneous situation^’ (p. 10). They suggest many
forms which are so open-ended that the student must fill them with per-
sonal, relevant content, e.g., autobiography, biography, diaries or
journals, letters, newspapers (Chapter 4). Despite these open and per-
sonal forms, there is a cumulative sense that the inner lives of students
are not sufficiently acknowledged. There is not enough attention paid to
levels of experience in inner lives, to the possibility of both deeper
and more superficial experience. The questions to assist the writing of
autobiography illustrate this:
1. Did I tell whether or not I like my first name
(or nickname)?
2. Have I included something about the people in my
family that would let people know what they are like?
3. Did I tell about a pet, toy, or pastime that I have
enjoyed very much?
4. Did I tell what I look like?
5. Can I tell some way in which I changed in the last
year or two, such as something I didn't used to
like but do like now?
Do I want to tell what is the earliest thing I
can remember?
6.
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7. Could I tell what I want to be when I grow up,
and my reason for wanting this?
(Petty & Bowen, p. 46).
The authors cite one example of autobiography, that of a third grade
child, which exhibits a lack of depth:
I was born in Roseville. When I was two, I used to
play with my toys. I often played with my big
brother's toys, too. When I was three I had a little
brother. I played with my little brother when I had
nothing to do...(p. 46).
The emphasis in the autobiographical questions on what is "enjoyed" or
"liked," and the exclusion of what is feared or disliked, is responsible
for some of the lack of depth of feeling. It is also the emphasis on the
forms--description and narration--and the apparent neglect of the pro-
cesses of feeling (except perhaps for question six on memory). This pat-
tern occurs also in the long list of "Specific Topics” (pp. 18, 19) which
are suggestions for starting, and which set the tone of the book. There
are only thirteen out of fifty-eight topics which suggest either negative
or deeply felt experiences, such as "What Mother Forgot,” "How I Feel In
The Dark," "Why The Hen Was Sad,” and "What I Would Do If I Knew I Would
Be Blind In Three Days." Many more of the titles are like "The Happy
Airplane," "If I Were A Kite," and What I Do First Thing In The Morning."
The teaching of metaphor shows the same lack of emphasis on the
depth of experience and perception. The authors suggest teaching pale
as a ghost," "old as the hills," and "quiet as a mouse, and their fourth
graders, in response, come up with "fast as a hare, big as the sun,
and "clear as a bright day," as well as the lone "pale as a dead flower,"
(p. 71). The same pattern can be seen here: the teaching of metaphor
as
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a formal element but not as a process of thinking (which, granted, is
difficult. We shall look, in this chapter, at a program which does that.)
Certain pertinent qualities are also absent in this section of the
program: applying strength of feeling to a list of metaphors, as well
as vitality and power.
The relative lack of deep experience dealt with in the program, due
to the avoidance of processes and qualities, is not presented without
ambivalence. For example, the authors mention the qualities of feeling
and vividness: ’‘‘For most poetry writing, children need to be directed
away from a preoccupation with making words rhyme toward a concern for
the expression of emotion or vivid imagery" (p. 50). In the chapter on
evaluation, the authors teach people to ask if the writing is "vapid and
superficial and trite?" "Does it neither interest nor communicate?"
They want to know if it "fails to express feelings?" or if it is "stale
and unimaginative" (p. 84). These questions indicate concern with depth
of experience and they do introduce processes and qualities, although late
in the program. However, there is another pull in the book toward mini-
mizing the importance of deep experience as it relates to creative ex-
perience. For example: "We do not have to be perched on a scaffold
beneath the ceiling of the Sistine Chapel to qualify as creative" (p. 2).
Now, if the authors are implying that their program or this dissertation
is as deeply creative as Michelangelo's frescoes, they are minimizing his
achievement and they are wrong. Again:
As Robert Frost once said, poetry is "just taking
the same old words and putting them together in a
new way to say something you've been thinking about.
We think this is pretty close to the essence of
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creative writing (Petty & Bowen, p. 3).
Frost, the brooding and complicated poet, is being disingenuous with
"just,” one strongly suspects. And what he means by "same old words,"
"new way,” and "thinking about" would require a study of his work to
explain. Surely Petty and Bowen are not giving Frost's depth and intensity
enough credit. These two quotations indicate a lack of distinction between
the deep and the superficial, a distinction that can best be made when
processes of thinking and feeling, as well as qualities, are included.
In this program, then, the processes of aut'nentic writing and feel-
ing are given some but not adequate stress, and 'deep feeling and metaphor
are inadequately dealt with. There is no indication in the program that
rapid stream of consciousness writing is available to students of ele-
mentary school age and the quality of fluency is not stressed. This pro-
gram is useful for a teacher who, himself or herself, needs a superficial
starting-place for the teaching of personally expressive writing (see
Bouchard, 1977).
Teachers & Writers
1 . Teachers & Writers Collaborative Newsletter , New York, N.Y.,
three times a year, 1967 to present.
2. Landrum, Roger, and children from PS 1 and PS 42 in New York
City: A Day Dream I Had At Night And Other Stories: Teaching Children
How To Make Their Own Readers, a special publication of Teachers &
Writers Collaborative, summer, 1971.
3.
Murphy, Richard: Imaginary Worlds: Notes For A New Curricub^,
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summer, 1971; Virgil Books, 1974.
4, Brown, Rosellen, and Marvin Hoffman, Martin Kushner, Phillip
Lopate, Sheila Murphy, editors: The Whole Word Catalogue . 1972.
5, Hubert, Karen M. : Teaching And Writing Popular Fiction:
Horror, Adventure. Mystery and Romance In The American Classroom .
Virgil Books/Teachers & Writers Collaborative, 1976.
6, Zavatsky, Bill, and Ron Padgett, editors: The Whole Word
Catalogue 2. N.Y.: McGraw-Hill Paperbacks in association with Teachers
& Writers Collaborative, 1977.
Ten years after its inception in 1967, the Teachers & Writers Col-
laborative has produced a body of publications with scope enough to be
considered a very ample program for elementary school, high school, and
beyond. Its Newsletter has come out at least three times a year for a
decade, and was culled for the publication of the first Whole Word
Catalogue
,
a compendium of briefly-stated writing ideas. More Newsletters
were culled and many special articles written for the Whole Word Catalogue
These two volumes constitute the body of the program. Special publi-
cations, such as on making readers from the oral literature of bilingual
students, and Virgil books on curricula such as the creations of imaginary
words and on writing in traditional genres, make the program quite inclu-
sive. Phillip Lopate (1975) and Kenneth Koch (1970) did their teaching
under the auspices of Teachers & Writers but since their books are pub-
lished primarily by other publishers, they will not here be considered
part of the program.
One of the major interests of the program is that it is written by
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vnriters who teach or by teachers who write--by people who cull their
own work and working processes for material--and who, because they are
contemporary writers, are involved with contemporary writing and with
making it accessible to young people.
A second major interest of the program is that it is composed of
many diverse voices representing diverse approaches. For example, Anne
Martin promotes a patient, prosaic, and undramatic approach to starting
young children writing with feeling and independence. She eschews gim-
micks even as stimuli but uses models in the tradition of Alvina Treut
Burrows and Hughes Mearns (Whole Word Catalogue 2, p. 30). On the other
hand, several authors contribute to a long section in the Whole Word
Catalogue 2 on the value and the use of gimmicks. Confusion does not
result from the profusion of ideas. This presentation encourages teachers
to pick and choose and to adapt for their own needs. The danger with the
diffuseness among several publications is that sometimes only one book
may be available in a school and therefore only a limited aspect of the
program conveyed. The diversity of voices implies the value of exposing
students to that diversity, even if over several years. Although most of
the writer/teachers are sponsored by the program, diversity is ensured by
the policy of including outside contributors (this author among those).
All of the listed goals are specified in the Teachers & Writers
materials. Special note should be made of three. The inside cover of
every issue of Teacher & Writers Magazine specifies the goals of confi-
dence, ease, and fluency:
Children who are allowed to develop their own language
naturally, without the imposition of artificial standards
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of grading, usage, and without arbitrary limits on
subject matter, are encouraged to expand the boundaries
of their own language.
Authenticity of experience and expression, and individual voices, are
stressed as goals throughout the material. One author includes the ex-
pression of ethnic sensibilities and styles of language-
- Chinese
,
Black,
and Puerto Rican—while working with bilingual immigrant or migrant
children (Landrum, 1971, p. 28).
Sustained involvement in a writing project, rather than writing in
fragments and in response to constantly changing assignments, is a goal
that individuals in Teachers 6e Writers periodically take up (Marvin
Hoffman, in the Whole Word Catalogue
, p. 42; Zavatsky in the Whole Word
Catalogue 2
,
p. 7; the whole of Imaginary Worlds ). It is a goal of
Karen Hubert's, as well, in her genre approach, and one of her students
worked on a novel of adventure for eight months (Hubert, p. 63).
Every element of format and structure (see pp. 142, 143) is mani-
fested in the Teachers & Writers materials. Although discussed, the
only element which is not clearly stressed is the making conscious of the
writing sequence as such: choosing, planning, writing, and revising.
However, all of those aspects are taught. In fact, Phillip Lopate’s
articles in the Whole Word Catalogue 2 , "The Transition from Speech to
Writing" (p. 22) and "The Moment to Write" (p. 74) deal with the sequence
of planning and then writing. Hubert's "build-up" procedure (1976, p. 20)
involves choosing, planning, and writing.
Group processes for stimulation and response deserve special men-
tion because the first-person narrative style of Teachers &
Writers
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And it kept on going forever
And that was the end of the girl.
And the girl kept on forgetting
For all of her life
--by Debbie, second grade
(Whole Word Catalogue 2
, p. 30).
This attitude of openness is what allowed a writer/teacher of children
with severe handicaps, some of them with cerebral palsy, to work "guerilla
fashion, even copying down snatches of conversation and making them into
books for the children" (Zavatsky, "Handle With Tender Loving Care,"
Whole Word Catalogue 2
,
p. 295).
It is not surprising that such a large and broad program should
include every aim, form and element, thinking process, and quality dis-
cussed in this study, except perhaps for exposition (although Landrum
deals with science reports, p. 22). The uses of differing audiences is
equally diverse. The section on "Letters And Dialogues" in the Whole Word
Catalogue 2 is the most developed and literary use of second-person
writing found in any of the programs reviewed.
This program is consistently close to student concerns, not only
through the collection and imitation of oral and street literature, such
as the insults of the "dozens" and of "rankouts," or through graffiti
and street games, but through the understanding of the authors that children
are knowledgeable. Karen Hubert, for example, elicits true examples of
romance stories from very young children, e.g.
,
from this elementary
school boy:
To My Girl
I love you as much as I love
my mother and sometimes more.
I love you for your face and
for your skin and your eyes and
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Synectlcs
Making It Strange (Synectlcs, Inc., Harper & Row, 1968), designed
for grades 3-7, describes Itself as "A New Design For Creative Thinking
And Writing" (subtitle) and as a "creative writing program based on the
conscious use of metaphor" (p. 5, Teacher's Manual), It is made up of
four workbooks and a teacher's manual. The program's primary value is
that it provides an analysis of metaphorical thinking and a step-by-step
procedure for teaching metaphorical thinking to children. Its analysis
includes "Direct Analogy (Simple Con^arisor.) ," "Personal Analogy (Be The
Thing)," and "Symbolic Analogy (Compressed Conflict)" (or paradox) (p. 6,
Manual). It describes to students in simple language the use of these
types of analogies and, in simple and clear sequences, leads the students
to think of their own. Some examples of the program's language are the
following:
Your connections should tell how you, and nobody else
but you, feel (p . 5, Book l)....If we had just said,
"The boy is a good jumper," it would not be a compari-
son. There must be two things in every comparison....
A steam roller is like what animal ? (p. 7).
Although the spacious format and attractive illustrations are beauti-
fully designed to appeal to middle school children, the three-part analysis
of analogy, and many of the examples and sequences can, and
should, be
used for junior high and high school students. Other positive aspects
of the program include the constant reminder to both teachers
and
students that "there are no right or wrong answers" (p. 11,
Book 1),
that what is valued by the program are imagination (p. 11,
Book 1),
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fleeing deer (p. 56, Manual) are ways to extend one's emotional experi-
ence and consciousness of that experience, as are projecting oneself into
a sheep being shorn and later into a sheepskin coat (pp. 13-19, Book 2).
It is, in fact, because Synectics does aim for authenticity and depth and
variety of feeling that one needs particularly to question its achieve-
ment. We can start with a brief look at some elicited writing used as
a sample in the program, in answer to "How would you feel if you were a
sheepskin coat?”:
When I’m hanging in the closet I'm nothing. I just
hang there. I'm useless unless I'm on my master's
back, keeping him warm. Even then, though, it's not
much fun because he takes me for granted. When I was
new, he used to be proud of me, but no more. To be
noticed I've got to do something extra. In the next
blizzard I'll keep opening up around my master's neck
to let the freezing wind blow in on him. He'll get
mad at me, but at least I'll be noticed! Then when
he's good and cold. I'll wrap my collar tightly around
his neck and keep him perfectly warm (p. 17, Book 2).
The program comments that "the writer planned the collar-opening Action
as a result of Feeling unthanked" (p. 19). Here are a couple of samples
from Lopate in which the children use the imagery of coats:
A Classroom
The coats look like people just standing in line
with their backs turned so that you don't see their
faces. Then the desks look like straight orderly and
dull wooden things, just waiting for you to push them
wherever you want and to stuff books or papers into
them. And the lights, always standing still and always
bright. Till one day when you turn them on and they
suddenly go off.
Jane Klingbeil
My Classroom
Xiomara's coat getting pushed back by the
other coats. Like a furry sheep struggling
to get through. Masks hanging on the wall
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happy and sad. Bright lights beaming down
from the ceiling. Mrs. Loftin's high heel
shoes reaching up into the sky like a
skyscraper. People laughing and talking.
Dolores putting her hat on her head and
pulling out the part which makes it look like
a beak or the way the front of a locomotive
used to look.
Juliet Elkind
(Lopate, 1975, p. 270).
The Lopate samples, while they do not demonstrate the depth of feeling
his students achieve elsewhere, still appear to be more "felt" by their
authors than the piece in the Synectics program, which, in comparison,
is "thought through" rather than "felt through." It appears more "forced,"
more suggested, less natural and authentic. Here the issue of authenticity
is wedded to the issue of feeling, because the authors of the Lopate sample
clearly chose to mention "coats," just as they then chose other differing
items in their classroom. If we look back to Lopate 's directions, we see
that they were open-ended. He suggested "merely that they pick three
things in the room and describe them, and connect the objects with a
feeling they were having, or else don't connect the objects at all”
(p. 269). The children's use of metaphor was prompted by his reading of
two poems by Apollinaire and Transtromer, both of which contain metaphors.
Although Herrmann and Tabor's program was for high school students, it is
pertinent to remember here that their assignments were also less specific
and directed than Synectics': "the students imagined themselves and some-
body they disliked in the form of two animals and then fantasized an
encounter between them" (p. 47 , this study). That is, Herrmann and Tabor
as the students to choose the subject as well as the feeling, although
they direct the students to personal analogy. The problem with
directing
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the extension of a metaphor is that one may begin to think It through
and may not stop to verify its application to an original feeling.
But here is the paradox: while Lopate elicits more depth and more
authenticity than does Synectics, while he elicits poetry instead of just
an exercise, he does not elicit this from every student in the class. In
fact, this particular lesson was so unsuccessful that Lopate concludes
thus: "Maybe the lesson had gone over most of their heads. I don't
care. There are times when you have to teach one for yourself, whether
they like it or not!” (p. 269). One deduction from this paradox is to
use the Synectics material to introduce metaphor to everyone, but to
realize that it is merely an introduction, a first step, and that real
poetry using a poet's metaphors, real authenticity, and real feeling are
to follow. It is now possible to answer the question about the Synectics
program raised in Chapter I: does it provide quick access to deep feeling?
The answer appears to be no, not exactly. Personal analogy
—
projection
into living creatures and nonliving things-- is a helpful analogical
process for experiencing feeling, and the program shows us how to begin.
But on the whole we can say that the program provides us good access to
different kinds of metaphorical thinking, which are valuable, but which
are not necessarily deeply felt.
A related item is the interesting probing of absurdity and associative
thinking which Synectics elicits with game-like questions: Which is
rounder? Honey or Jam? Why? Is 3 funnier than 4? Why? Is mud
sneakier than midnight? Why?” (pp. 36, 37, Book 2), These koan-like
questions are said to elicit a more "emotional” than analytical response
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(p. 38, Manual). It may be more accurate to say that these questions
elicit the "irrational''--valuable in itself for writing-but not the
"emotional.”
Limiting the aim and use for the program brings us to a second
problem which is how Making It Strange bills itself and is used by
teachers. The title page describes it as "A New Design For Creative
Thinking And Writing and the first sentence in the teacher's manual
says that "Making It Strange is a creative writing program based on the
conscious use of metaphor" (p. 5). Not until page 21 is it suggested
that "it should perhaps be spread throughout the year, a lesson or even
a few 'Stretching Exercises' at a time. Too heavy a dose at one time
could be numbing." This interspersed use of the program is best, but
it is not apparent whether this suggestion will be clear to all teachers.
Even this suggestion to spread its use out is introduced by saying that
it is "because of the intensive and constantly creative thrust of this
material.” No--it is because the program is not complete enough to be
the creative writing program of a class, despite its many merits and its
attempt at inclusiveness. We have seen its excellent introduction to
metaphorical thinking, among processes, which includes the fictionalizing
process inherent in personal analogies, and its beginning with feeling
and authenticity. It also begins with students the process of verbal
flow by asking for quick verbal associations, but it does not seek a
longer stream of consciousness. In fact, some students may find it
irksome to follow the program's specific directions for thinking and
writing if those students are more used to following their own less
charted verbal and visual associations. The writing directions aim
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for a mixture of the literary and the expressive. Delineations of aims
are not made. A good number of different modes are addressed, Including
J^^^^^^tion and descriptions plot, character, and dialogue. Interestingly
enough, elements of prose are covered while those of poetry are not,
except for metaphor. Among qualities, feeling and authenticity have
already been discussed. Vividness is mentioned as a goal (p. 17, Manual),
as is development of stories (p. 30, Manual). Individuality is stressed
convincingly and well (pp. 13, 18, Manual). The program is good on vary-
ing audiences from the self to peers to the teacher. It encourages group
work on revisions and learning from each other (p. 22, Manual). The pro-
gram is also very good on evaluation. It clearly and specifically teaches
evaluation for personal satisfaction (what "pleases” and "excites" the
student, pp. 22, 23, Manual), as well as literary evaluation for a com-
plete story or a greater use of metaphor (p. 22, Manual). Its expectations
and evaluations are developmentally sequenced in the graded workbooks.
Therefore, what Synectics does not include are fully-develcped processes
and qualities, a wide offering of modes, a full writing sequence including
searching for a subject and revising, a use of literary models, or a full
writing curriculum covering expressive and literary aims. It is an
important, interesting, and very useful tool for the writing teacher
but should not be thought of as a complete writing program.
Anyone recommending use of Making It Strange should add some criti-
cisms and cautions. To use the word "savage" for an Australian
who hunts
with a boomerang (p. 35, Book 1) makes a book racist. It is
difficult
to find non-patronizing terminology regarding people who
live in woods
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and not cities, but the use of "savage" is inexcusable in this decade.
The coupling of "black" with spooky and fearful experiences ("Black
Cave exercise, p. 70, Book 2) is considered racist by some and not by
others, not depending upon one's own color. One might substitute "dark"
for black but without finding this terminology question satisfactorily
answered. Another insensitivity occurs with the follo^ving direction:
"Imagine you are a gypsy dollar because you are always changing hands.
You never stay with one person for very long..." (p. 38, Book 2).
Gypsies may not object to their image as nomads (although I am not certain
of American Gypsies) but this particular context also seems to suggest
fickleness and the inability to save money. This G3q)sy/wandering image
associated with money is contrasted, oddly, with a "locked away” image
of banks' treatment of money (p. 74)--as if banks do not invest money or
use it. A last example of racial/ethnic stereotyping is suggesting that
I, the reader, describe a lion to an Eskimo by referring to hot jungles
and the color of dry grass and rawhide (Book 4, p. 5); and not my own
experience of sleepy lions on slabs in a couple of zoos. Why am "I”
explaining a lion to an Eskimo and discussing hot jungles and dry grass--
as if I know more about such things than the typical Eskimo who has read
some of the same magazines and books that I have? Because of these
cautions, this study recommends a teacher's excerpting from this program
but not making a big purchase of workbooks for every student.
Macrorie
Writing To Be Read, Revised Second Edition (Hayden, 1968, 1976)
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was written to be read. Ken Macrorie's book is one of the few books
on the teaching of writing which takes its own advice on writing well.
(Lopate's book is also a pleasure to read, as is Emig's.) Moreover,
Macrorie's book was written to be read by high school students as well
as by their teachers. It is consistently interesting both in ideas and
style. While the student writing is more interesting than most collections,
tl^otes from established writers are interspersed for even more variety,
and the type and margins changed for this varying content. The chapters
are short. The teaching and examples are clear.
One of Macrorie's strengths lies in teaching revision and improve-
ment of writing. This involves analysis of examples and is probably too
detailed and sophisticated for younger high school students, best for
eleventh and twelfth grades. Herrmann and Tabor's contribution was
described as utilizing artistic processes such as metaphorical thinking
and fictionalizing for the sake of expressive aims--writing to discover
a self, and not to create a work that stands on its own (p. 48, this
study). Macrorie's contribution is the reverse. He teaches forms of
writing often associated with expressive aims-- journals , memoirs, accounts
of life experiences- -forms which directly teach students something about
themselves— and uses these expressive forms for literary aims. He
teaches students how to improve personal writing so that it stands
solidly on its own. For example, although he suggests that "in writing
journal entries a person should begin by concentrating on what he says
rather than how he says it" (Macrorie, 1976, p. 155) he also suggests
that "when you write a journal, keep your sense of a reader even if
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'that reader may be no one else but you" (p. 156). He suggests articu-
lation and development instead of holding back, even in journals (p. 156).
He might well consider many of the Herrmann and Tabor samples as being
too "held back" (Macrorie, p. 157; Hermmann & Tabor, p. 57). However,
he would no doubt admire many others, and Herrmann and Tabor might well
admire his. CoDq>are the following:
...Around ten o'clock I headed home. I went to put
the key in the lock and I fell flat on my face. My
brother came out and dragged me into the house trying
to hide me from my mother but he failed. She caught
me drunker than a skunk. But I was glad; now she lets
me drink in the house all the time (Herrmann & Tabor,
1975, p. 55).
I came around what must have been about forty-
five minutes later. My mind was jumbled. I glanced
up and saw some lights were on. Numb and dazed I
got up and walked into the house. Both of my parents
were standing in the kitchen as I stumbled in, making
a commotion. All I can remember is my mother yelling
at me. They told me later that I just walked in and
passed out on the couch. They had never seen me drunk
before. I'm sure my mother thought I was tripping
(Macrorie, 1976, p. 142).
The adoption of Macrorie' s suggestions for revising and improving are
apparent from the words "glanced," "numbed and dazed," and perhaps
"stumbled"--that is, this piece was rewritten with an eye to "active"
verbs and adjectives (Macrorie, Chapter 12) and the mixing of conversa-
tional and elevated language (pp. 206-213). However, the pieces are
similar in their relevant subjects, authentic voices, images, details,
and feeling. Both Macrorie and Herrmann and Tabor elicit strong, per-
sonally expressive writing. What then is the significance of their
difference, if any? Macrorie seems better for older high school students
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rather than younger ones, whereas Herrmann and Tabor's curriculum can
be used for the earlier high school grades. Many of Macrorie's sug-
gestions for revising and improving belong to our category of qualities,
whereas to introduce writing, he deals with processes, as do Herrmann
and Tabor. Thus, we can recommend a sequence: processes first and
qualities next; i.e., writing freely first, looking at qualities in the
writing, second. Let us take a closer look.
Like Herrmann and Tabor, Macrorie introduces free writing at the
beginning of his course (Chapter 2) and uses the process throughout.
He stresses authenticity (including pp. 21, 73, 167, 173, 222). He also
stresses the discursive thinking belonging to reports and newspaper
columns (Chapter 19), case-histories (Chapter 8), comparisons, purposes,
the narration of ideas (Chapter 13), and writing about issues (p. 143).
He also includes the processes of feeling (pp. 96, 130), and of meta-
phorical thinking (pp. 123-130) although with somewhat less emphasis than
Herrmann and Tabor. He omits fictionalizing.
Macrorie spends more time on looking at qualities in pieces already
written than any other teacher of writing reviewed so far. (He includes
eleven revising exercises and thirty writing assignments.) He directs
students to look for feeling as a quality (pp. 66, 220) and for fullness
of articulation (pp. 87, 156, 158). He spends a lot of time pointing
out not only individuality but also uniqueness which he speaks of as
something "fresh and surprising" (p. 1). He wants a writer to look for
"what surprises him and will surprise his reader" 9p. 20). In the dis-
cussion on page 126 , uniqueness was deemed a quality best left to
ex-
perienced writers; and this is another reason that Macrorie's
good program
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is more suitable for older high school students. However, Macrorie's
search for the unique--the surprising--is so deeply and consistently
combined with his search for the authentic, that his search for uniqueness
never seems to disintegrate into the gimmicky. Here are examples of
this combination: he claims that Jean Shepard, in a selection, "chooses
from his experience what surprises him and will surprise the reader"
(p . 20). He says a student will write well "if you find a voice that
rings true to you and you learn to record the surprises of the world
faithfully" (p. 23). That is, uniqueness is never separated from the
person writing and his or her own experiences. It is an interesting and
inspiring combination.
Macrorie not only spends much time on vividness, he is also inter-
ested in all of its related attributes: vitality, strength, power, and
effectiveness (pp. 1, 17, 20, 222). He gives precise and simple directions
on how to achieve these qualities in the sentence, including circling
repeated words in a piece in order to consider removing some (p. 27) and
excessive uses of "who," "which," "that" (p. 30) as well as redundant
meanings. Although he cautions beginning writers to write freely first
and to look for these faults later, qualities acting like standards and
implying negative criticisms tend to inhibit, and for this reasons, too,
this program should be deferred until a student is used to writing freely.
Except for the omission of fiction and fictionalizing (a serious
omission) and a merely introductory covering of poetry (Chapter 20),
jij^crorie*s program covers well the list of goals, formats, contents,
and evaluations. Special note should be made of his group format which
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he calls "The Helping Circle" (p. 77), and which is almost identical
to Elbow’s (1973) and Herrmann and Tabor's.
Moffett
Moffett's theoretical book was consulted in Chapter II while here
we are looking at his curriculum: A Student- Centered Language Arts Cur-
riculum Grades K - 13 : A Handbook For Teachers (Houghton Mifflin, 1973,
1968). Since this 503-page text touches every element of writing and of
pedagogy deemed important in this study, it will be fruitful to discuss
what Moffett stresses and de-emphasizes . We shall do this in response
to the criticism framed by Herrmann and Tabor, that "although it is im-
plicit in much of Moffett's curriculum, a concern for emotional develop-
ment as such is something to which he pays little explicit attention"
(Herrmann & Tabor, p. 4). To Herrmann and Tabor, on the other hand,
their "primary course focus was individuals' involvement in their own
writing" (p. 286). There are two elements in their criticism of Moffett:
"emotion" and "development." As for the former, feeling itself, Moffett
makes many references; e.g. , "Drama is the acting out of feeling (p. 35,
also pp. 36, 215, 283, etc.). He mentions "visceral writing" (p.
223)
which is like Synectics' inclusion of kinesthesia as part of feeling
(see p. 157). Moffett's samples include a description of
two gulls
fighting over food till blood's point and exhaustion, a truly
feelingful
piece of high school writing (p. 388). On the negative
side, most refer-
ences to the word "feeling" occur in the narration
directed toward the
reader (the teacher) rather than in the assignments
for the students.
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Poetic models, used to expand stream of consciousness writing into
poetry, are unfortunately all rhymed (p. 446). This attempt at expan-
sion into poetry will be less full of feeling than if the students were
aimed toward free verse (see discussions pp. this study).
Moffett overuses rhymed poetry as models (again on p. 479) and under-
utilizes unrhymed poetry. Despite some limitations, Moffett's curriculum
is a good example of the inclusion of feeling.
Focusing on "emotional development as such" is more a matter of
evaluation- -looking over one's writing for self-images and for themes,
which Herrmann's and Tabor's work exemplifies (1964, Chapters IV-VII).
The usual developmental evaluation is normally turned toward variety of
forms, complexity, length, and subject. In the "evaluation" category,
Moffett minimizes "personal satisfaction" while emphasizing literary
development and experienced-based evaluation. While his entire curriculum
is sequenced by grade, and includes many suggestions for introducing begin-
ning procedures for older students (for example, p. 477); and while his
constant small-group activities work toward improving the literary quality
of writing; he does not include, or at least does not stress, the search
for a sense of expression or for new, personal insight. Thus, on this
issue, Herrmann and Tabor are correct. However, one can add this element
right onto Moffett's curriculum. Its absence is not a final weakness.
Moffett includes both expressive and literary aims (as well as
reference writing--his curriculum is broad). Although phrased more in
terms of "audience," his distinction between journals and diaries is a
good example of his inclusion of both aims.
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A journal, let us say, is more impersonal and public
than a diary, which is written more about oneself and
to oneself. Though hard to maintain, the distinction
is nevertheless of some use (p. 371).
I had felt that it was important to keep the privacy
of the diary so that it would be real and expressive
for the student, an outlet for sensitive feelings
that might not otherwise be written down (p. 372).
When he asks students to provide a "digest" of a section of the
diary, for public enjoyment, Moffett shows his care in making distinctions
of audience (p. 372). He also includes work for the teacher only (p. 397).
Most of his thrust is for an audience of peers, to which the phrase "student-
centered" in his title refers. An excellent disL.inction between audiences
is his concept of "drama" for the "participant" and "theater" for the
"spectator" (p. 35) (recalling Britton's language, p. 23 this study).
The sentence on journals and diaries shows Moffett's interest in
the distinction of forms. When he deals with fiction, he goes to songs,
fables, and memories (p. 231), not only to stories. When he teaches
autobiography in high school, he distinguishes an "incident" from a
"phase" (p. 390), and gets at these kinds of writing through "memory"
and "recurring experience" (p. 389). He includes "interior and dramatic
monologues (p. xxvi) , the "duologue," the "three-way dialogue, the
Socratic dialogue, and the "play" (p, xxi). In poetry, however, uhe
number of forms is too small. Haiku and rhymed poetry are pervasive
(Chapter 24). However, a strength is Moffett's openness and expansive-
ness: "My last suggestion, which I have never tried, is to
encourage
the writing of poetry based on stream of consciousness" (p.
446). A
strength of his program is the recommendation of specific
literary models
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as examples of specific forms (e.g.
,
p. 446). His vide reading is ap-
parent: as models for interviews he suggests the "Talk of the Town"
column in The New Yorker as well as The Hunting Sketches of Turgenev
(p. 442).
Processes are dominant in Moffett. Unlike Herrmann and Tabor and
Synectics
,
Inc., but like Clayton (Note 2), Moffett does not explicitly
teach metaphorical thinking but he does believe in demonstrating metaphor
through examples in poetry (p. 370).
Moffett does not introduce stream of consciousness writing until
his high school section and reserves its use for seventh grade and up
(p. 437). He is somewhat unsure of his support for the process, using
teachers' comments to describe its results (pp. 440-442). However, he
finally does recommend it for writing (Chapter 28, "Reflection”). In-
terestingly, he advocates without hesitation free association in oral
form: in dramatic improvisation (--a process more scary to this author
than free writing). This oral verbal flow is the fountain of his verbal
processes- -both expressive and discursive- -because he begins his entire
curriculum with "Acting Out" in his Kindergarten sequence (p. 35). It is
late in his book when he ties oral improvisation to written:
This sort of very free improvisation develops fluent
invention that will help many activities- -writing
,
conversing, acting out scripts, and perhaps even
reading (p. 478).
Moffett's is the only writing program reviewed here which begins, as
children do in their development, with composing in oral language, not
vritten, and it is the only one which continues to stress dramatic forms
(Chapters 3, 4, 11, 19, 22, and 30). He carefully teaches how to begin:
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with pantomime, ready-made stories, and then free improvisation (p. 35)
and stresses oral composition for older students as well (p. 477). He
is convincing about the importance of drama. Moffett spends less time
on developing qualities than does Macrorie, more on the introduction of
writing than on polishing.
Moffett uses the outdated terms "Negrd' (pp. 260, 279, 387) and
"disadvantaged" (p. 275) but unlike the Synectics program, the terms do
not add up to a racist meaning. Oppositely, Moffett is concerned with
racism in education, as his thinking on "Standard English" shows. While
many educators, of all colors, will disagree with his refusal to teach
’’Standard English," which he deems "ineffectual and inhumane" (p. 280),
no one will doubt his concern or sensitivity.
Summary of programs
Among the five programs reviewed, only Slithery Snakes... does not
distinguish between expressive and literary aims in writing. The absence
of a wide variety of forms and modes rules out Making It Strange as a
basic program. Only Moffett's program stresses oral language forms of
verbalization, making it an important curriculum. Processes of feeling
and thinking are crucial for distinguishing useful from not useful pro-
grams, and all of the listed processes appear important: metaphorical
thinking, fictionalizing, discursive thinking, feeling, authenticity, and
verbal flow. Although both Macrorie and Moffett are weak on metaphorical
thinking, and Macrorie alone very weak on fictionalizing, both programs
are important because of the depth of feeling they seek, and because of
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the authenticity and verbal flow they elicit. Slithery Snakes is
shallow because it avoids these three processes (as does Livingston's
program, reviewed in Chapter II). If a program has those three processes
in mind (feeling, authenticity, and flow), one can look elsewhere to sup-
plement the list. All of the programs reviewed deal more with processes
than qualities in young children's writing, and stress praise and en-
couragement in teaching them. Except for Slithery Snakes. .
.
, the programs
use a small group of peer-readers to encourage writing. Macrorie's pro-
gram, for older high school students, evaluates qualities negatively as
well as positively, and asks students to deal with revision head-on.
Varying one's audience is accepted practice, and varying types of evalua-
tion is also. Moffett's curriculum should be supplemented with more
personal evaluation.
The most helpful summary of programs at this point would be a recom-
mendation for every grade level from among the programs reviewed (see
list on following page).
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List of program recommendations
Mbllo^raphy and Programs at each level
I Pre-school, K&:
1. Burrows 1. Moffett
(Include:
a) dictation of journal, stories,
poems, etc.
b) drama
c) read all forms of literature
as models-- fiction
,
prose, poetry
,
including unrhymed poetry, plays.)
II Elementary -1,2,3
1 . Burrows 1. Moffett
2. Lopate 2. Teachers & Writers
III Middle School - 4, 5, 6
1 , Burrows 1. Moffett
2. Lopate 2. Teachers & Writers
3 . Koch 3. some Synectics, Inc.
IV Junior High -7,8,9
1. Lopate 1. Moffett
2. Koch 2. Teachers 6e Writers
3. some Synectics, Inc.
V High School - 10, 11, 12
1, Herrmann & Tabor 1. Moffett
(parts)
2. Elbow 2. Teachers & Writers
3. some Synectics, Inc.
4 Macrorie
CHAPTER V
CONCLUSIONS AND IMPLICATIONS
Personal expres siveness in creative v^itlng programs--a summary
Interim summaries in this study have provided a list of expressive
elements (pp. 127-129) as well as a rewording of those elements
into pedagogical terms (pp. 129-140; summary: pix 141, 142). Another
summary has rejected, selected from, and recommended programs based upon
those elements (pp» 171, 172; list p, 173). Personal expressiveness in
creative writing programs requires a set of conditions which allow the op-
portunity to explore the following: both expressive and literary writing;
a wide variety of authentic and open-ended literary forms (such as journals,
drama, stories, and free-verse poems); processes which include free-
association, feeling, authenticity, fictionalizing, and metaphorical think-
ings the search for qualities of writing such as individuality and develop-
ment; writing for different audiences including the private self as well
as others; and positive, strengthening evaluations including satisfaction
and insight, as well as literary judgments. It remains the task of this
chapter to discuss the significance and implications of the study and
to assess its work in relation to the questions posed in Chapter I.
One thread of discussion throughout this study has been the great
variety of student responses to every creative writing lesson described
by every teacher of writing (see pp. 43, 64, 124-126). Student work is
the focus of such studies as Herrmann and Tabor's (1975) analysis of
adolescent themes, and of Pitcher and Prelinger 's (1963) analysis of young
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children's themes. The difficulty and complexity of Herrmann and
Tabor's analysis leads to the observation that in a given writing class,
the stimulus which will elicit personal expressiveness for a given student
is an essentially mysterious circumstance: metaphor for one, fiction for
another, etc. Each student will take a different path at every moment
of that class, and usually neither teacher nor student will be able to
predict that path. Although student work has not been the focus of this
study except as it helps an understanding of program, it has directed
this study to look for elements of a creative writing program which would
ensure a broad and inclusive presentation so that each student in a given
class would be likely to find his or her own expression. That expression
is expected to utilize only a sampling of the elements presented by the
teacher or program. This study has veered away from too narrow a descrip-
tion of a siting program for fear of leaving out an element that a student
somewhere might badly need. Thus, the elements of writing and of pedagogy
included in this study provide an important checklist: that of program
elements to present to students for them to experience. It is hoped that
this study has already demonstrated, for example, the importance of
teaching the process of fictionalizing because some students require it
for their personal expressiveness, although others do not (see p. 115
this study), and that the importance of teaching how to write with feeling
has been demonstrated although some students will eschew it (pp. 115,
116
this study)
.
Having then broadly and eclectically summarized personal expressive-
more narrow and speculative summary
ness in creative writing programs, a
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may further our understanding of the various elements of writing. The
list of writing elements suggests a thread made of two strands: the
first strand is the person himself or herself; the second strand is some
element outside the person either a language, a medium, a piece of work,
an audience. We can abbreviate these strands as "self” and "other."
For example, there are two aims of writing covered in this study: one,
to define a self; a second, to create a literary work (or something out-
side of and other than the self).
In our second category of forms, the two strands of "self" and
"other" combine. That is, the many and diverse j.orms and modes combine
within themselves both "self" and "other" in that the forms constitute a
structure of knowledge without which a person cannot verbally discover or
express him- or herself. It does not seem possible for a person to reflect
verbally upon him/herself without at the same time using a form which is
given to the person from outside, from others in the culture, and which
expands the self as it channels the self. The simplest diary notation is
already a form of writing which a person learns somewhere. Indeed, a
baby's first word is already a verbal form, expanding as well as reflect-
ing a baby's experience. There may be a "self" prior to and separate
from a verbal form, as some religions suggest (Peterson, 1971, p. 167),
but this study cannot begin to discover the diape of that self before it
exists in a verbalized form. (See discussion of Gendlin, pp. 71-74
this study.) Thus, essentially, in this study of expressive elements,
reflecting and expanding experience is an indissoluble process.
We next take our two strands, the "self" and an "other,” to our
next two categories: processes of thinking and qualities of writing.
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first strand, that of the person, is represented by authenticity,
because we label authenticity as the most essential and basic element,
not necessarily where we begin our teaching, but certainly a focus and
goal implicit in the first lesson. The accompanying process of verbal
flow may be necessary to achieve that authenticity of self. Then--for
our second strand— the writer must encounter and try out other processes,
and attempt to include other qualities, which are not necessarily an ex-
pression of him- or herself, but which may at a later time become such
an expression. However, while those processes and qualities remain not
self-expressive, . they belong to "others." For example, my free-association
often yields flowing lines of rather simple prose whose rhythms, allitera-
tions, and repetitions convey feeling. This represents my first strand,
my most authentic self: it "feels" like me. However, since metaphorical
thinking may release some dammed-up expression and may expand my percep-
tions, as it is often said to do, I need to explore it. So far, however,
it is not part of me. As Livingston appears to do (p. 63 this study),
I may abandon it as not essential to me, although it is clearly essential
to others (p. 63).
To take our two strands to the next category, audience, it is easy
to boil down anyone's list to an audience composed of the "self," on the
one hand, and, on the other, an audience composed of an "other," whether
teacher or peer.
To move our strands to our last category, our list of
possible
kinds of evaluations can be extruded to yield a personal
evaluation made
hand
,
and on the other
,
from one's own feeling and insights, on the one
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an evaluation more dependent upon others' expectations, or the expecta-
tions inherent in a literary form.
The significance of the two strands, the "self" and "other," is
a simple reminder (wound once around the finger) of the idea with which
this study began: that creative writing programs need to be a "place"
in the curriculum where someone's personal self can thrive while that
person also expands and learns all kinds of writing. What this study helps
us understand ic how to allow that "place" for the self: to start with
an expressive aim, but also to include a literary aim; to try out, al-
though not necessarily succeed in, the various forms and formal elements;
to learn the processes of authentic verbalization, which may require that
swift tapping of thoughts in verbal flow, and also to try out other pro-
cesses; to look for an authentic quality to our work, which may require
some fullness of articulation to be visible, and then to look for other
qualities; to vary our audience at least minimally between ourself and
another; and to evaluate our writing first for personal uses and secondly
for other uses.
This bare-bones reduction of the elements of writing, then, includes
under aims: both expressive and literary aims; under forms: any and all;
under processes: authentic, verbal flow, and then others; under qualities
authenticity and fullness of articulation, and then others; under audience
oneself and someone else; under evaluation: personal and
literary evalua-
tions.
Using the elements of writing and of pedagogy as a
checklist for
found that Petty and Bowen's (1967) program didreviewing programs , we
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not distinguish between expressive and literary aims, and did not include
the inqjortant processes of thinking and feeling (see Chapter IV). The
Synectics, Inc. (1967, 1968) program proved useful in its introduction
to metaphorical thinking, but was inadequate because of the absence of
a wide variety of forms. Although both Macrorie (1976) and Moffett
(1973) were weak on metaphorical thinking, and Macrorie weak on fiction-
alizing, both programs proved important because of their inclusion of
other processes: authenticity, verbal flow, and deep feeling; as well as
their inclusion of varying forms, aims, qualities, audiences, and evalu-
ations. Along with the broad and eclectic Teachers 6e Writers, Inc.
program (1967 to present)
,
they provide a good curriculum in creative
writing, supplemented by a background reading list (see p. 173 ).
Individualized writing: expression and skills
This summary has so far contrasted a broad and inclusive list of
offerings in a creative writing program with a narrow, bare-bones list.
Another contrast is between program offerings, on the one hand, which the
student should attempt and should experience; and, on the other hand,
responses by the student which should demonstrate mastery. To spell out
further this distinction between what a teacher presents and what he/she
requires mastery of, involves the distinction between expression
and
and a discussion of individualized writing.
The concept of flexibility is important for evaluation.
Not all
of the elements of writing described in this study are
important for all
students to master. For example, it is important
that students demonstrate
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the difference between expressive and literary aims so that they can
freely jot down some reflective notes for their own use, at times, and
carefully work on a piece, at other times. Mastery of either aim, how-
ever, is a separate matter. Some will later write only in diaries while
others will write memos to the president. It is important that all high
school seniors be able to write some narration (not necessarily fiction)
because this is a basic and precocious mode. However, if a student
masters another form, such as argumentation, it can substitute for mastery
of narration. Some students will never find use for descriptive writing
while others will build their lives upon it. It is important that each
student write with authenticity, which for some will be assisted by verbal
flow, but not necessarily use the other processes. Some students will find
the center of their writing lives based on writing with feeling, while
others will want to exclude it. Likewise, it is important that student
writing display seme qualities, particularly authenticity, and some full-
ness of development in order to make it visible, although not necessarily
all of the qualities; e.g., not necessarily vividness. It is important
that each student, by the high school years, know the difference between
potential audiences for writing, including the self, as well as the
varieties of evaluations, including self-evaluation. An evaluative scheme
is now being broadly and widely developed elsewhere (see Adler, 1976;
National Assessment of Educational Progress, 1976), In future studies,
we need to determine how a student can demonstrate that he or she has
tried out a new writing process or form, etc., without having to demon-
strate mastery of that process or form.
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This kind of flexibility of response to teaching requires a well-
organized and individualized response to student work. Both teacher and
student need to know what has been presented and also what the student
does and does not do well. The checklist of elements for the teacher
becomes individualized writing instruction for the student when the teacher
helps the student assess his or her own talents, interests, personal needs,
and weaknesses. Folders for sequential pieces are necessary for this
analysis, as well as conferences (Tiedt, 1975, p. 2).
This use of the check-list of writing elements parallels, in indi-
vidualized reading, the choice of books and reading materials which
students are encouraged to use. Just as teachers need to make available
to children a variety of reading material, from cereal boxes to T.V,
Guide to fables, verse, stories, and science books, etc., so teachers need
to make available the different aims, diverse forms, and variety of pro-
cesses, qualities, and audiences, and need to evaluate their uses with
the students.
It is a different matter with the more clear-cut skills of what Mina
Shaughnessy calls "basic writing" (Shaughnessy , 1977). The skills involved
with writing Edited American English are generally agreed upon by people
who write, teach, and edit, and can be found listed in most writing hand-
books (and particularly nicely by Shaughnessy, pp. 41-43, 285, 286, 289).
In basic writing, a student should be able, among other things, to punctu-
ate sentences, make verbs agree with subjects, make the antecedents of
pronouns clear, embed and subordinate clauses, spell reasonably well,
and relate sentences to paragraphs and paragraphs to whole pieces.
In
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similar fashion, a student should be able to perform all the basic
reading skills: recognize a couple of hundred words by sight, use the
context of a word to help a guess, know the structure of words and
sound-letter relationships, comprehend paragraphs, essays, and books.
(For a checklist of reading skills, one might consult Draper, Schweitert,
and Lazar, 1960, pp, 64-70; and Rudman, Note 6.)
That is, basic writing skills parallel reading skills in their
necessity for every student, while elements of creative writing have
fewer basic and across the board necessities but require an individualized
set of goals and evaluations. This distinction is based upon the descrip-
tion of generally different and separable characteristics of basic writing
skills and creative writing elements. By isolating and categorizing ele-
ments of writing, this study has attempted to prop up creative writing
as a goal independent of writing skills (see Chapter I). A fitting way
to conclude this discussion is by example. The following is a Kafkaesque
story written by a Chinese- speaking high school student:
The bus driver always too easily leaves the bus stop
place. So I always can't take the bus to school, therefore
I have to take a train. But the person who works in there
give me a lot of trouble. Every day I take a train they
stop me to ask me lot of questions. So the train leaves.
I can't take the train. I have to wait the next train. So
long I have to wait. After the half hour the next train is
coming. I get in the train. But inside have too many
people. So the people who work in there talk to me very
upset. So only one way to do is wait for the next train.
After the next train coming up I ready to go in. But the
train is not stop on it. So what can 1 do is wait. Hour
later I get in the train. But this train doesn't stop the
station I want. I have to change other one. I take a bus.
Get in the bus. Half hour later is the station I want. So
I get off it. In school the teacher talking to me why I late
so long. I explain to her. But she doesn't listen to me.
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Oh. My God. What can I do for it. Got to help me.
--Kwok Wing Chu
The errors in this piece, those of punctuation, word order, idiom, and
verb tense, number approximately thirty-seven per three hundred words,
clearly making this student a basic writing student by Shaughnessy '
s
description (Shaughnessy 1977, p, 158), However, quite separately,
Kwok is an able student of creative writing. His aim here is literary.
His plotted narration depends upon a consistent and controlled point of
view, and, even more important, a consistent and controlled tone of
voice. Kwok has utilized the processes of fictionalizing (— I have
checked on that), feeling, authenticity, and verbal flow. The qualities
of vividness, effectiveness, feeling, individuality, and development within
its short length are apparent. This student is a beginning creative
writer who will not master the basic skills of written English until
college.
The questions posed in Chapter I
The questions posed in Chapter I on personal expressiveness in
creative writing programs are now more easily answered. For example,
the question, "Is personal expressiveness found in all writing about one's
person?" (p. 2 this study) has been answered both in the affirmative and
in the negative. In the affirmative, the discussions of free writing
(pp. 56 , 116, 117) and journal writing (p. 151) have described writing
about oneself, even in incoherent, scattered, or minimal form, as
an
excellent way to begin to write in a personally expressive way.
In the
negative, writing about oneself in answer to questions phrased
without
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depth or feeling can result in writing about oneself in an almost im-
personal, and certainly, inexpressive, way (p. 146). The latter obser-
vation was modified, however, by noting that sometimes seemingly shallow
questions, as long as they deal even minimally with feelings, are a
necessary or helpful way for some people to begin their personal expressive-
ness Cp • 11^ , this study, and Bouchard, 1977)o We are dealing in this
answer with at least two elements: beginning writing as opposed to
developed writing in the category of evaluation; and beginning as well
as ending with the quality of feeling embedded in the stimulus. Only by
being able to make those separations in concepts has this author been
able to answer a seemingly simple question.
The question, "Need art forms be included to make [personal expressive-
ness] complete?” (p, 2 this study) has been answered in the affirmative
in several discussions of art forms (pp. 75, 76, 81-86, 105, 106 this
study). However, both theoretical and pedagogical literature assists
the conclusion that art forms need to be represented in the creative
writing program but not in a given student's successful response to that
program, although that given student should attempt the art experience.
Here again, the separations between elements made in Chapter III have
proved important in answering a seemingly basic question: the answer
depends upon a distinction between program content or offerings differ-
ing by aim, a writing process, and an evaluation of response to that
process.
Another question from Chapter I was phrased: Can one package
[personal expressiveness] in careful questions and examples? The
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corollary reads, “Need questions be open-ended in order to be used?"
(p« 2 this study). The discussion of this question has been touched on
(above) where beginning writing instruction with questions was seen as
helpful in some cases. However, a full blossoming of personal expres-
siveness was seen in this study to require an eventual inclusion of open-
ended questions and assignments (see pp. 133, 136).
‘'When programs do not ostensibly set out to include [personal ex-
pressiveness]
,
do they disagree with it? Do they include it anyway?"
(p. 2 this study). These questions were most amply discussed in the
program analysis section of this study (Chapter IV), Although the
answer cannot be conclusive since it is based upon analysis of only a
few programs, unless personal expressiveness is deliberately included in
the goals of a program, it is either inadequately manifested or it is
omitted (see pp, 143-148 this study).
Further questions posed in Chapter I include, "Does personal ex-
pressiveness refer to a private experience?" (p. 3). This can now be
answered by saying that sometimes personal expressivness is private, but
often it is not. By separating out the concept of an audience for our
writing, and by delineating the possibilities of that concept of audience
(see pp. 98, 91, 123), this study concluded that personal expressiveness
is fostered where the possibility for privacy is circumscribed and under-
stood. The possibility for privacy alone is necessary for some students,
and actually making use of that privacy is necessary for others.
The question about whether personal expressiveness referred to
"a
unique expression" (p. 3) was answered in the negative by
discussing the
186
.
priority of authenticity and the easily- achievable individuality over
the quality of uniqueness (pp. 124-126). However, it was noted in the
appreciative analysis of Macrorie's program for high school students
(pp. 162-167 ) that when the quality of uniqueness was carefully taught
in combination with the quality of authenticity, then, for older and
somewhat experienced students the search for uniqueness of expression
could enhance the search for personal expressiveness (pp. 166, 167).
However, this study does not conclude that "originality" is to be included
as either a goal or a means of evaluation, as was raised in Chapter I,
p. 9. "Originality" is best left as a quality referring to a contribution
to the history or modification of a medium, and thus for developed writers,
as both Kinneavy (p. 31, this study) and Skelton (p. 121 this study)
decide.
It is these distinctions between originality, uniqueness, individuality,
and authenticity (see pp. 120-123) which, coupled with the separation of
evaluative categories from the above qualities, and the further division
between beginning standards and later standards (see pp. 125-127 ), that
lead to the conclusion that creative writing programs should heavily
emphasize personal expressiveness and not originality if the potential
of students and of programs are to be realized (see p. 9 > Chapter I) .
A longer question in Chapter I, (p. 3) was phrased, "Does [personal
expressiveness] refer to a piece in which 'the speaking self dominates
the discourse,' in the rhetorician Kinneavy's terms?" A discussion of
Kinneavy's aims (pp. 27-29, 91,92) as well as in a discussion of art forms
and expressiveness (pp. 30,31; 3^ 4^,75. 7^81-87), lead to the conclusion
187 .
that Kinneavy's expressive aim, in which the speaking self dominates,
was indeed an important element in personal expressiveness, but that
Kinneavy's literary aim was also important (see pp. 105-109 ). (See
also pp, 183, 184 above.)
Given the diversity of published creative writing programs, personal
expressiveness does exist in some programs and not others, and thus in
some classrooms but not others (re: question on p. 4 this study). If
it is not included as a goal, or if embedded in only shallow or super-
ficial stimuli, it is absent (see above). Although open-ended assignments
were deemed most helpful to personal expressiveness, this study has not
indicated that "no assignment is better yet" (p, 4), The discussion of
models versus assignments indicated no more or less difference in the
influence exerted on the student by the two methods (p. 110 ),
This study has found that some approaches to creative writing are
more personally expressive than others (re: question on p. 5), and spe-
cifically, that diaries and journals do need to be coupled with the art
process in stories, plays, etc,: that deeply emotional and personally
relevant themes add depth to expressiveness, Moffett s distinctions do
clarify Emig's (re: p, 6; see Chapter IV, p. 109 )j and Herrmann and
Tabor's work on relevant themes and the process of writing (re: p. 7)
does supplement Moffett's (see pp. 168).
In answer to the question suggested on p. 11, Chapter I, a pro-
liferation of writing ideas is a better provision for personal
expressive-
ness than a dearth of ideas (see discussions of the questions
in the
Synectics, Inc. program versus the fullness of the Teachers
& Writers,
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Inc, program. Chapter IV). However, it is also important that inde-
pendent work is fostered (also re: p. 11). A teacher can foster inde-
pendent work through the assignment of daily journals, an open form,
as well as the teaching of personal evaluation of what is written, in
questions which teach a student to take responsibility for the content
and direction of the writing (see p. 140 for those questions).
Regarding the question of format on p. 12, this study concludes
that personal expressiveness as embodied in the several elements of writing
(pp, 127-129 ) need to be described in pedagogical terms as elements of
format. Providing a classroom audience of peers is necessary to expand
the audience beyond the teacher, and providing privacy is necessary as
well* Providing an anonymous audience is also expanding, and this is
done through the publication or posting of work, no matter how informally
or casually. (See pp. 133-135 for a discussion of format.)
Implications for teacher-preparation and in-service training
1, In many schools of education, even those that expand the teach-
ing of reading to include a course on the variety and complexity of
children* s literature as well as the diagnosis and teaching of reading
skills, there is often not a similar expansion of the field of writing.
It is assumed on the whole that the writing of college papers constitutes
adequate training, since it involves spelling, punctuation, grammatical
correctness, outlining or ordering, and paragraph development. However,
we have seen in this study that writing on the lower, middle,
and high
school level needs to be broader and deeper than such a
cursory treatment
of expository writing. A firm place for creative writing
in teacher
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training programs is strongly recommended.
2,
Just as all teachers read beforehand every book that they teach
in detail, from the basal reader selections to King Lear , so should
they write beforehand in every writing form that they teach, journals,
letters, stories, essays, etc,, and should experiment with the different
aims, processes, qualities, and evaluations. In this kind of preparation
there is perhaps a clearer parallel with the training of art teachers,
which involves an active, hands-on involvement with materials: actually
making clay pots, by hand and on the wheel; weaving on sticks and on a
loom; using fingerpaint, tempera paint, oil paint, etc. One art educator's
materials and methods course, which is interspersed with a childhood art
course, takes three years to complete (Haas, Note 7).
3.
This author concurs with Moffett's opinion that teachers will
be most effective in teaching writing if they know an entire, sequential
curriculum as well as their own place in it (Moffett, 1968, p» 383),
For example, a kindergarten teacher will be less likely to avoid solicit-
ing dictated stories from a five year old if he or she realizes that the
child will be asked to write down stories beginning in the third grade,
and that dictation of stories will go on in the first grade. Or, for
example, a high school teacher will work on fluency first, rather than
qualities of writing, if he or she realizes that a student has had
almost
no writing experience at all,
4.
What should a course for teachers look like? This study
leads
to the recommendation that it look like the
programs chosen for children,
supplemented by the bibliography, which appears on
page 173. The course
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should sample Moffett's curriculum for each grade, should sample the
Teachers 6e Writers material including Karen Hubert's work on genres,
should include some of Synectics, Inc., and should wind up with Macrorie.
The readings should include Burrows, Lopate, Koch, Herrmann and Tabor,
and Elbow, The small-group workshop is recommended as the most effective
format. Folders of writing should be kept and examined.
The teachers should emerge with a philosophy of teaching writing
and an understanding of its relation to speaking, listening, reading;
another art such as painting or music; and general child development.
The teacher should also emerge with a basic course outline, including
various aims, forms, processes, qualities, audiences, and means of evalu-
ation, for the level that he or she is planning to teach. This describes
a year-long course involving both writing experience and teaching methods,
5, Expanding the teaching of writing in schools of education in the
manner described suggests the validity of departments of writing, or writ-
ing con^onents, in teacher-preparation programs, just as there now are
departments of reading or reading components. The writing component
might also be linked to an art component which involves dramatic improvi-
sation as described in Brainerd (1971)
.
6. Despite the importance of placing the teaching of creative
writing firmly within the normal school curriculum, there is
still a
special role for writers working in the schools (such as the
Teachers
& Writers program in New York and the Poets in the
Schools program in
Boston). This study found more than once that excellent
creative writing
programs were weak in one or another aspect of
creative writing, e.g..
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no drama in Macrorie, not much poetry in either Moffett or Macrorie
(see pp, 171, 172 this study). Since both expressive and literary aims
are important for a creative writing program, and forms are needed which
fulfill both aims; and since committed writers are usually more experi-
enced with literary aims and forms than are most teachers; then using
writers in the schools is logical and worthwhile in order to buttress
and supplement the regular writing program. There is a strong possibility
that a visiting writer can supply a "feel" for the art experience which a
regular teacher can only approximate. One importance of good teacher
preparation in creative writing is that a trained teacher will know his
or her own weaknesses or veritable gaps within the writing sequence,
and will invite the visiting writer to specifically fill those gaps,
whether they be drama, free verse, metaphorical thinking, or whatever.
Further research questions
1. A supplemental, indeed companion, study to this one would be
to answer the question, what is personal expressiveness in expository
writing programs? The rest of the rhetorical spectrum, not covered in
this study, would be covered in that study,
2. To put the concept of individualized writing on firm ground,
it would be helpful to describe how a student can demonstrate
that he or
she has tried out a new writing process or form, etc.,
without having to
demonstrate mastery of that process or form. This study
would require
regular work in a classroom, the keeping of folders,
and full descrip-
tions of an evaluation process using varying
criteria.
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3. A study of writers as teachers would be helpful to answer
the following question: If there will remain areas in a teaching program
where a writer will do better than most teachers, then is there a place
in the school system for either a Special Teacher of Writing or a
Creative Writing teacher, just as there is an art teacher and a music
teacher?
4. A study of developmental writing is needed to answer the follow-
ing: Given minimal tools, which would have to be defined: e.g., language,
paper, pencils; can we speak of spontaneous developmental writing as we
can of visual art? Is there a developmental pattern of verbal expres-
sion, which can in some way be said to exist in equal strength to outside
influences?
This study would involve observation of children writing at home
and would include an examination of "I" statements, use of the past tense,
a sense of narrative and of story, of dramatic play and of poetry, the
articulation of feelings* We would then want to know what kind of teach-
ing would enhance this development.
5. Long-range, classroom studies are needed to answer the following.
How much difference to actual teaching and actual learning do particular
curriculum distinctions make? For example, what effects accrue from the
use of Moffett's dramatic improvisation starting in pre-school or
kinder-
garten? \^/hat effects accrue from daily journal-keeping? Also, what
might be seen in a long-term study of the use of a particular
array of
models, e.g., stories read, plays read, rhymed and unrhymed
poetry?
6. It would be helpful to know the effects of
various elements of
193
teaching: What makes the most difference in the quality of writing
produced in a classroom: the curriculum? the teacher? the individual
students?
7, Susanne K. hanger’s concepts of art have been used in this
study of personal expressiveness and writing. Further studies would
illuminate several other areas of her philosophy which appear applicable
to the teaching of creative writing: e.g,, details of discursive and
nondiscursive symbols; her concepts of ritual, of drama, of fiction, of
film; her concept of feeling in art.
8, Since so many contemporary teachers of writing teach free
writing, and since all the approaches to the process sound identical or
very similar, it would be interesting to verify the similarity and to
examine the process more closely for differences. This study would begin
with an examination of free-association as a literary convention in es-
tablished literature.
9. Composing process studies, using the tape recorder and the case
study method as Emig describes it, would cfemonstrate if and how different
aims of writing— expressive, literary, etc.—actually change the process
of writing.
10. A study of cognitive styles and writing would be
helpful in
order to be able to nurture individual differences more
thoroughly. Emig
points the way when she mentions writers who "plunge"
and those who "plod
(Emig, 1971, p. 14), while psychologists discuss
"convergers" and "di-
vergers" (Hudson, 1966, p. 1)
•
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would be useful to demonstrate the hypothesis that if a
child does a lot of expressive and literary writing in elementary school,
then: that child will more easily learn expository writing than another
child who does not.
12, It would be interesting to explore the possibility of a connec-
tion between the varying audiences which the writing theorists propose--
self, peers, teachers, anonymous reader s--and Riesman's types of American
personality: inner-directed, outer-directed, and other-directed (Riesman,
1954). By reaching for new audiences, are we halping students and our-
selves to recover imbalances bestowed by our particular subcultures or
families? Is "audience" a crucial metaphor? Does it parallel Riesman's
sources of influence?
13, An examination of the context of personally expressive writing
programs would be useful in order to understand their place in the culture
of a school and the culture at large. Does personal expressiveness in a
writing program balance with the group culture? Or is there an imbalance
toward the individual at the expense of the group?
Conclusions and implications
The authors consulted in this study, including Moffett, Emig,
Britton, Kinneavy, Herrmann, Tabor, and others, are all involved with
the expansion of a personal, expressive domain in writing and its clari-
fication in relation to less personal, less expressive, less literary,
more expository writing. Although creative writing has a long
history
in pedagogical literature, with brilliant contributors
who include
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Hughes Mearns and Alvina Treut Burrows, it is only since the sixties
that a conceptual grasp of creative and expository writing and their
relation to each other has been consistently sought for use in the school-
ing of children. This study has attempted to acknowledge this effort and
to contribute to it.
It is paradoxical that efforts to bolster holistic experiences such
as expressive and literary writing, in which thoughts, feelings, self-
perceptions and sense-perceptions, aims, and judgments--which combine at
the moment of moving pen across paper- -have ended in an analysis of writing
into six different parts--aims, forms, processes, qualities, audiences,
and evaluations--as well as analyses of each part. This rhetorical analysis
for the sake of holistic experience is less surprising, however, when we
think of the common schoolroom and school board use of the word "writing."
To some people, and at some times, it means spelling, grammar, and punc-
tuation. To others it means a topic sentence, paragraph development, and
book reports. To others it means language- experience charts; or journals,
or stories and poems; or filling out job applications. Some people dis-
tinguish between content and editing skills, and include both in a writing
curriculum, but do not assume that creative as well as expository writing
is included, much less that creative writing can mean both personal,
expressive writing as well as literary writing. In other words, analysis
is necessary because "writing" in school covers so much but is
seldom
specified. In this confusion, holisitc processes such as creative
writing
can easily be lost. A hypothetical parallel would be if
the abstract
and dynamic concepts of physics were subsumed, on the
high school level,
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under the more static categories of biology and chemistry. An actual
parallel was the emergence of creative art in the public schools from the
art curriculum of the last century which consisted of industrial drawing
(Smith, 1872), It is hoped that the analysis in this study will contribute
to making creative writing accessible and understood in curricula.
Besides dealing with creative writing and expository writing, and
both of these categories in relation to editing skills, this study has
focused on processes as distinct from products, in an attempt to give
the process of writing its due in classrooms. This has involved stressing
what the teacher offers as distinct from what the student masters; as well
as stressing what the young child, or the beginner, tries, as distinct
from what the older child, or the experienced student, perfects. This
study claims that the writing process is a crucial part of a school cur-
riculum separate from any later product which can be measured in terms
of standards. This study suggests that we can speak of an epistemology,
related to processes of writing in diverse forms, which we cannot, and
indeed need not, contain in our grading systems, accountability formulas,
and S.A.T,s. On the other hand, this study does not scoff at standards
for written products or at defining and measuring editing skills. It
stands up for the valuing of process. Parallels for this approach in
other curriculum areas are clear: we do not give failing grades to little
children who cannot carry a tune, even while we applaud and explore the
immense value of music education. We have learned not to grade a child’s
drawings and paintings even while we are learning to understand the
intel-
lectual significance of scribbles which seek out basic configurations.
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topological boundaries, and separations (Arnheim, 1954; Haas, Note 7).
This study has attempted both a rationale and a basis for curriculum
design in expressive and literary writing and the accompanying teacher-
preparation programs.
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